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ABSTRACT

DREAM AND DISILLUSION:

THE MAJOR THEME IN

F. SCOTT FITZGERALD'S FICTION

BY

Michael Jay Steinberg

At the core of F. Scott Fitzgerald's thought and art is a

major theme of dream and disillusion, a theme which forms the central

and unifying concept of his developing aesthetic. Fitzgerald's treatment

of this theme in his fiction grows in depth and complexity until it

becomes a tragic vision of modern man.

In Fitzgerald's writing, the dream-and-disillusion theme

is another form of the romantic quest. Most of his heroes live with

a dream of great glory and beauty and wonder, "a heightened sensitivity

to the promises of life." They do not take life as it is, but strive

to transform it imaginatively by dreaming of something grander and

more enduring; an ineffable nobility, a supernal beauty, "a promise

that the rock of the world was founded securely on a fairy's wing."

But Fitzgerald is not simply a dreamer. He recognizes the paradox and

sad irony which causes men to dream of an existence which they can

never fully realize, and in his best fiction he is able to dramatize

this polarity.

For Fitzgerald, man's imperfections and limitations, those

qualities which make him human, force him to dream of a more noble
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Michael Jay Steinberg

and a timeless existence. But, because he is an imperfect creature,

man must inevitably incarnate his dream of perfection in the temporal

forms of his own world: in great wealth, in glittering things, in

other persons--thereby dooming the dream to ultimate destruction and‘

himself to inevitable disillusion. Man, then, because he seeks the

eternal essence in the perishable substance, must forever reach out

for what he can never really grasp or can only destroy by grasping.

Although Fitzgerald recognizes that the human condition

promises only ultimate defeat, many of his heroes attain a kind of

tragic grandeur in their struggle to overcome their mortality, to

transcend their limitations. His best fiction reminds us over and over

again that despite defeat and despair, man must continue to dream, that

the certainty of defeat must not kill in him the need to invest his

life with imagined beauty and significance.

From the beginning, Fitzgerald's art is concerned with

characters who dream or who have lost the ability to dream and with the

pursuit of a dream and its incarnation in imperfect and ultimately

perishable forms. His earliest heroes are young and hopeful idealists

whose quest for such goals invariably brings them disillusion and pain.

Their distinguishing characteristic, however, is their youth and

resilience-~their ability to struggle back from disillusion and loss

to dream once more. Despite the inevitability of their failure,

characters like Amory Blaine and Jay Gatsby are memorable for their

"romantic readiness," their youthful spirit.
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Michael Jay Steinberg

As he grows to maturity and experiences personal and professional

setbacks, a quality which he refers to as a "touch of disaster" begins

to permeate Fitzgerald's work. As his heroes age, they are confronted

like himself with the loss of their youthful romantic dreams; and

many, like Gordon Sterrett and Anthony Patch, are disillusioned and

unable to recover from personal hardship.

During the late twenties and through the mid-thirties,

Fitzgerald begins to come to terms with this destructive disillusion.

Understanding that his own dreams of early success are behind him, his

stories during this time center on personal loss and domestic conflict;

his characters are more human and moving; and he deals with more complex

human problems. As his wife's mental condition worsens and his own

reputation diminishes, Fitzgerald writes more openly of his disillusion

and his sadness and reflects a more sombre vision, a deepening tragic

perspective. In these last years, Fitzgerald writes of men like

Charlie Wales and Monroe Stahr who learn how to live without their

grand and glorious youthful illusions while retaining their capacity

to dream of a life with meaning and value.

In this final phase of his career, then, Fitzgerald deepens

his major theme to what he calls "the wise and tragic sense of life."

At the deepest level of his art, he writes both of the inevitable

failure of the individual dream and also of the inevitable corruption‘

of the American dream and of all human dreams. At the same time, however,

he evokes his_ conviction that in spite of such inevitable failure

and corruption, man continues to dream, to invest his life with point,
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Michael Jay Steinberg

dignity, and meaning. In this enduring theme, rooted in Fitzgerald's

ability "to hold two opposing ideas in the mind at the same time and

still retain the ability to function," lies his characteristic ethic

both as a writer and as a man.
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I THE DOMINANT IDEA

Fitzgerald once noted that "the two basic stories of all time

are Cinderella and Jack the Giant Killer-—the charm of women and the

courage of men."| As fantasy and heroic dreams were deeply a part of

Fitzgerald's inner-Iife--Iike his dream of becoming a football hero or

"one of the greatest writers who ever lived"-—so romance became an

important dimension in his work. Having within him also the need to

approach life more sensibly and realistically, Fitzgerald "shuffled

back and forth" between these two attitudes, always being both "the

midwestern Trimalchio and the spoiled priest who disapproved but

grudgingly admired him." That side of him which fantasized about life's

promises——eternal youth, romantic love, extravagant riches—~co—existed

iwith that part of his nature which saw these dreams as excessive and

self-indulgent, and ultimately corruptlble. Fitzgerald describes his

own stories as containing "a touch of disaster in them——the lovely young

creatures in my novels went to ruin, the diamond mountains of my short

stories blew up, my millionaires were as beautiful and damned as

Thomas Hardy's peasants."3 Important here is the two contrasting

strains which are revealed in Fitzgerald's character and which provide

the tension which he objectified and dramatized in his serious fiction.

He believed that "one should,for example, be able to see that things

are hopeless and yet be determined to make them otherwise;"4 and it is

this polarity-~his alternating between living in a world of dream-like
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illusions accompanied simultaneously by an acute awareness of life's

underlying and inevitable disillusion—~which gives Fitzgerald's work

its depth and significance.

Writing about his own early success, Fitzgerald says:

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 and a shaky eminence had lost

its fascination, I had fair years to waste, years that I

can't honestly regret, in seeking the eternal Carnival by

the Sea.5

Like Jay Gatsby, many of Fitzgerald's earlier heroes start out by con—

ceiving of life as primarily a "romantic matter." Striving to transcend

the banalities of everyday existence, they imagine life as something

splendid and ineffable and themselves as noble and inimitable. So long

as characters like John Unger, Dexter Green, Rudolph Miller and Gatsby

remain young, so long as they do not suffer the disillusion of their

dreams, they can retain their romantic vitality and freshness. But

writing in I936, Fitzgerald says: "This is what I think now: that the

natural state of the sentient adult is a qualified unhappiness. I think

also that in an adult the desire to be finer in grain than you are, 'a

 constant striving,' . . . only adds to this unhappiness in the end—-that

end that comes to our youth and hopes."6 And in losing their youth,

Fitzgerald's later heroes--Anson Hunter, Charlie Wales, and Dick Diver-—

are forced to confront this reality and thereby to suffer the subsequent

loss of their romantic dreams.

In his fiction Fitzgerald explores both those impulses and yearn-

ings which made youth, love and wealth romantic matters for him, and also

the inevitable loss of those dreams. As a result, the central and all-

encompassing theme which emerges in his work is tension between dream
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and disillusion: the dream of youth and the inevitable erosion of age;

the dream of romantic love and beauty and the reality of sex and

perishability; the dream of great riches and success and the moral and

 spiritual corruption which accompanies the possession of wealth.

i Briefly summarized, the dream-and-disillusion theme is another

form of the romantic quest trapped in a realistic age. It is the

destiny of man, Fitzgerald sees, to dream of an existence he can never

fully realize. For Fitzgerald, man's imperfections, his limitations,

lead him to search for something grander and more enduring, a supernal

beauty. But because he is mortal and therefore imperfect, man must

incarnate his dreams of perfection in the material and temporal forms of

his own world: in other persons, in glittering possessions, and great

Wealth—-thereby dooming his dream of perfection to ultimate destruction

and opening himself to inevitable disillusion or its consequences.

Because he seeks the eternal essence in the perishable substance, man

must forever reach out for that which he can never fully grasp or finally

keep.

This animating concept of dream-and-disillusion is deeply embedded

in Fitzgerald's experience; and as he explores it in his fiction from

many different perspectives and points of view, it evolves into his major

theme. it is a theme which grows and develops as his art deepens and

matures until, by the close of his career, he has refined it into a

tragic vision of Western man in our time. It is my intention to define

and to examine this dream—and-disillusion theme; to explain how it

functions in Fitzgerald's work; and finally, to show how the development

Of this theme places Fitzgerald squarely within the tradition of Western

writers from Plato to Faulkner. But before I go on to examine this
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theme in the works themselves, I will first explore it in Fitzgerald‘s

own life and in the times in which he lived in order to demonstrate

how deeply a part of him this tension was and how he transformed and

transposed it into successful fictional forms.

II

While it can be misleading to read too much of a writer's life

into his art, Fitzgerald's work——perhaps more so than that of most

writers——is clearly a reflection of his own experience. Noting that

"He always . . . wrote about himself or about people and things with

which he was intimate" Arthur Mizener observes that, "As a consequence

his life is inextricably bound up with his work."7 Fitzgerald says of

himself: "Whether it's something that happened twenty years ago or only

yesterday, I must start out with an emotion—-one that's close to me

and that I can understand."8 The stamp of his own personality was deeply

and unmistakably impressed upon everything he wrote. Moreover, Fitzgerald

was a personality with two conflicting sides, the intensely romantic

dreamer and the restrained, almost puritanical moralist. Budd Schulberg

recognizes this doubleness in Fitzgerald when he points to the " .

ambivalence, that quality present in Balzac, Stendahl, and Dostoievski,

and probably all the great writers: the ability to be emotionally

involved while at the same time able to walk away from himself and see

his own involvements, even his own confusions.”9 Malcolm Cowley suggests

the same duality when he says: " . it was as if all his stories

described a big dance to which he had taken, as he once wrote, the

prettiest girl;
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'There was an orchestra Bingo Bango

Playing for us to dance the Tango

And the people all clapped as we arose;

For her sweet face and my new clothes-'

and as if at the same time he stood outside the ballroom, a little Mid-

western boy with his nose to the glass, wondering how much the tickets

cost and who paid for the music. But it was not a dance he was watching

so much as it was a drama of conflicting manners and aspirations in

which he was both the audience and the leading actor."IO

"Partly," Arthur Mizener declares. Fitzgerald " . . . was an

enthusiastic romantic young man. Partly he was what he called himself

in the 'General Plan' for Tender is the Night, a Spoiled priest'. This

division shows itself in nearly every aspect of his life. The romantic

young man was full of confidence about his own ability and the world's

friendliness; the spoiled priest distrusted both himself and the world.

The romantic young man wanted to participate in life and took delight in

Spending himself and his money without counting the cost .‘. . but the

Spoiled priest, shocked by debt and fearing the spiritual exhaustion

Fitzgerald himself was later to call 'Emotional Bankruptcy' wanted to

stand aside and study life."II It is this doubleness in Fitzgerald which

endows his work with its unique quality. As Schulberg, Cowley, and

Mizener suggest, Fitzgerald had the unusual ability both to imagine

and to dream, to idealize and to glorify people and things; and, at the

same time to stand a little apart from his own fascinations and understand

that they were dreams and illusions.

From the time he was a young boy, Fitzgerald had always dreamed of

"glittering things": great wealth, status, and a luxury and splendor

Which he associated with the very rich. Most of all, he connected
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success and happiness with popular acclaim and recognition. "It's

not very difficult," he wrote in later life, "to run back and start over

again—-especially in private. What you aim at is to get in a good race

or two when the crowd is In the stand."'2 To fulfill this goal, the

young Fitzgerald felt he had to create an aura of great social charm

and poise. He had to make himself known as a figure of greatness. it is

no accident that his early models were soldiers and athletes, dashing

heroes and romantic villains. But when he discovered that he did not

possess natural aristocractic grace and bearing (he was told repeatedly

that he was smug and had a big mouth,) nor the abilities to become a

great athlete, he began to turn his attention to playwriting and fiction

as a way of gaining the recognition and fulfillment he sought.

His early stories and plays written while he was at St. Paul

Academy and Newman School preparing for his entrance to Princeton are

full of outlandish but imaginative plots, romantic and heroic deeds

of virtue and valor. His heroes are cunning detectives and sly villains

out of nineteenth—century melodrama; and, in one sketch entitled "Reade,

Substitute Right Half," Fitzgerald dramatizes his own frustrated dream

of becoming a football star. Though it was not until later life that

he finally lost the hope of becoming a charming, romantic figure or an

athlete—hero, Fitzgerald knew by the end ofhis freshman year at

Princeton that the possibilities of realizing his dream were dimming.

Once, after failing to distinguish himself on the freshman football

team, he later recalled in "Anthon's House," " . . . that if you weren't

able to function in action you might at least be able to tell about it-—

because you felt that same intensity--it was a backdoor way out of

. l3 . . . .
facing reality." Fitzgerald learned early in hlS life that if reality
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fld not measure up to his dreams and expectations, the next best thing

Mght be to project them in writing.

In the next few years (I9l5-l9l7), Fitzgerald's dream took on

an added quality and dimension. He became more and more involved in

’rinceton's cultural and intellectual life and began to associate with

such literary figures as Edmund Wilson and John Peale Bishop, both of

ihom were to influence deeply his decision to become a serious writer.

hey not only exposed him to great literature but also prodded, stimu—

ated, and encouraged him to read and write more than he had ever done

iefore. In addition to serving on the editorial board of several prominent

mmpus literary magazines, Fitzgerald published an abundance of stories

md poems and helped write and direct the Triangle Club's annual musical

:omedy.

Although Fitzgerald was seriously involved in writing, he still

hought of it primarily as a means to popularity and social success. His

iterary renown won him election to Cottage Club, an honor which was to

im the crowning achievement of his social career at Princeton. As

rthur Mizener writes: "Cottage represented the type of social success

itzgerald had dreamed of: Walker Ellis,with his personal chann, his

pparently effortless embodiment of elegance and superiority which wete

he Princeton ideal, was the President of Cottage. it was the logical

Jlmax to Fitzgerald's social career."'4

I Several other things happened at this time which helped to

ginforce the "old dream," the most significant of which were his introduc-

ion to the urbane and sophisticated world of Father Cyril Fay and his

ve affair with the glamorous debutante, Ginevra King. Father Fay's

rld not only served to heighten Fitzgerald's dream of Iiterary success

Ut also symbolized for him the ease and luxury of the eastern seaboard
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id not measure up to his dreams and expectations, the next best thing

ight be to project them in writing.

In the next few years (l9l5—l9l7), Fitzgerald's dream took on

n added quality and dimension. He became more and more involved in

rinceton's cultural and intellectual life and began to associate with

uch literary figures as Edmund Wilson and John Peale Bishop, both of

hom were to influence deeply his decision to become a serious writer.

hey not only exposed him to great literature but also prodded, stimu—

ated, and encouraged him to read and write more than he had ever done

lefore. In addition to serving on the editorial board of several prominent

:ampus literary magazines, Fitzgerald published an abundance of stories

and poems and helped write and direct the Triangle Club's annual musical

:omedy.

Although Fitzgerald was seriously involved in writing, he still

thought of it primarily as a means to popularity and social success. His

literary renown won him election to Cottage Club, an honor which was to

iim the crowning achievement of his social career at Princeton. As

\rthur Mizener writes: "Cottage represented the type of social success

:itzgerald had dreamed of: Walker Ellis,with his personal charm, his

apparently effortless embodiment of elegance and superiority which wete

the Princeton ideal, was the President of Cottage. It was the logical

:limax to Fitzgerald's social career."l4

Several other things happened at this time which helped to

reinforce the "old dream," the most significant of which were his introduc—

tion to the urbane and sophisticated world of Father Cyril Fay and his

love affair with the glamorous debutante, Glnevra King. Father Fay's

world not only served to heighten Fitzgerald's dream of literary success

but also symbolized for him the ease and luxury of the eastern seaboard
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aristocracy, a world to which he yearned to belong. Arthur Mizener

points out: "To be at home in Father Fay's world was to really succeed~

. . . Father Fay was a man of taste and cultivation who,. . had that

unconscious ease and Security . . . which Fitzgerald always envied and

admired and could never achieve.. . . To a schoolboy of both literary

and social ambitions, this combination of characteristics must have been

nearly irresistible."l5 The perfect complement to all of this was

Ginevra King, who was to Fitzgerald the physical embodiment of his dream.

She was aristocractic, graceful, wealthy, popular, and beautiful--in short,

the "golden girl" of his romantic imagination. Significantly, as Arthur

Mizener asserts: "He never loved merely the particular woman; what he

loved was her embodiment for him of the splendid possibilities of life,

he could in his romantic hopefulness, imagine."l6

But clouds were already forming across the dream; and by midterm

of his junior year, Fitzgerald had to face the reality that he had

failed three subjects and was overcut in his classes. At mid-year he

found himself placed on academic probation and seriously threatened with

the loss of all the success he had struggled so hard to attain.

The experience of failure left its mark; and nineteen years

later, Fitzgerald had forgotten neither the events nor the feelings. In

I934 he wrote: "To me college would never be the same. There were to

be no badges of pride, no medals after all. It seemed to me one March

afternoon that I had lost everything I wanted."'7 Though Fitzgerald

was not aware of it at the time, this period of failure was to be some-

thing of a turning point for him. Out of the ashes of the dead dream

arose a new and more sobering but ultimately heartening recognition:

"Years later," he wrote, "I realized that my failure in college was
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all—right——instead of serving on committees, I took a beating on English

poetry; when I got the idea of what it was all about, I set out to

write . . . it was a lucky break. At the moment it was a harsh and

bitter business to know that my career as a leader of men was oven",8 ‘

By the time he returned to school in September, l9l7, his

interests were beginning slowly to shift from social to more intellectual

pursuits. As Arthur Mizener explains: "He began to see more of Bishop

and John Biggs. . . . He became friendly with . . . Henry Strater who

read Tolstoy and Edward Carpenter who read Whitman . . . He was especially

amenable to the appeal of Strater's kind of distinction because, with

the failure of his social career, he had begun to write for the first

time with the mature intention of realizing and evaluating his experience.”I9

To some extent, then, Fitzgerald had embarked upon a new quest;

and it is this ability to struggle back from disillusion and the defeat

of his dreams which marks his career both as an artist and as a man.

As he later states in the Crack—Up: "Some old desire for personal

dominance was broken and gone. . . . A man does not recover from such

jolts—~he becomes a different person and, eventually, the new person

finds new things to care about.‘20 The "new" person who emerged was

Fitzgerald the budding young writer, and the "new things" were his

novel in progress (The Romantic Egolst, later to become This Side of

Paradise), and his love affair With the striking and strangely disturbing

Southern belle, Miss Zelda Sayre.

Fitzgerald left Princeton in October, l9l7, to take an Army

commission. During the war, while stationed at Camp Sheridan, Alabama,

he met and was immediately——almost compulsively—-drawn to Zelda; she

attracted him not only because of her mysterious charm but also because
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the struggle to win her fulfilled Fitzgerald's need to ideallze'her and

to make her a component of his dream. As Arthur Mizener recounts:

"Zelda's extreme popularity and the competitive situation it created

were an initial attraction to Fitzgerald. Like the Princess in the

fairy story . . . she was barricaded and remote behind her host of

admirers, a challenge to the unregarded younger son who was determined

 to marry the Princess and become a success."2|

Following his discharge from the service in February |9l8,

Fitzgerald returned to New York with the idea of becoming a famous writer

and thereby winning the hand of the Princess. But, as he was to discover,

this fairy tale would not easily have the conventional happy ending.

From the outset, there were bad signs; their courtship was stormy and

uneven and demoralizing. While Zelda coquettishly flaunted her freedom

and irresponsibility (she wrote him letters informing him about her other

beaus), Fitzgerald was struggling to keep his dream alive by writing

advertising copy during the day and stories at night. It was not an easy

time for him. He was obviously not suited for his job, and his stories

were being rejected in bunches. In an essay written after the success of

This Side of Paradise, Fitzgerald recalls the time: "no one

 

bOUght them [his stories] , no one sent personal letters. I had one

hundred and twenty—two rejection slips pinned in a frieze about my room."22

By now it was clear to him that Zelda would not marry him until

he could provide her with a life of luxury and ease, and finally the

frustration of writing both to win Zelda back and to satisfy himself

wore him down. A subsequent visit to Alabama erupted into a bitter

arQUment (later the subject for his story, "The Sensible Thing"), after

thCh Fitzgerald returned to New York, went on an epic three week drunk
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(the first of many to come), and then packed up and returned to St. Paul

to finish his novel. Once again his dream had been denied him; but

Fitzgerald refused to give up. Arthur Mizener points out that " .

the remarkably optimistic young man had not, in spite of his recent

blow, altogether given up his dream of success; he took up the idea of

writing his novel again in part because he still hoped to produce a

best seller, win Zelda back, and become famous and admired."23

The novel was accepted by Scribners and published in I920. Al-

though some critics had reservations, it became an immediate popular

and critical success. The novel's popularity and acclaim gave Fitzgerald

the confidence, assurance, and money he needed to claim Zelda. It was

almost as if by sheer force of will he had made his dream come true.

The struggle, it seemed, had been worth it; at the age of twenty—two he

had become famous and had won the "top girl." As Fitzgerald, reflecting

upon that period of early success, writes: ”I remember riding in

a taxi one afternoon between very tall buildings under a mauve and

rosy Sky; I began to bawl because I had everything I wanted and knew I

would never be so happy again."24

Following the critical acclaim and social success he enjoyed

With the publication of This Side of Paradise and his marriage to Zelda,

Fitzgerald's life became a continuous battle with waste, dissipation,

and despair, caused mainly by the conflict between high living and his

desire to write serious fiction. As he later tells his daughter in a

letter:

When i was your age I lived with a great dream. The dream

grew and I learned to speak of it and make people listen.

The dream divided one day when I decided to marry your

mother. . . . She was spoiled and meant no good to me. . . .

She wanted me to work too much for her and not enough for

my dreams.
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Once again, the pattern of dream—and—disilluslon recurred ln Fitzgerald's

life but this time with more serious consequences and implications.

After the success of This Side of Paradise, the Fitzgeralds became the

symbol of the emerging Jazz Age's ideal couple--he the "Jazz Laureate,"

and she the "ultimate flapper." They did nothing to discourage the

myth. Stories of their publicity stunts and hl-jinks are still

legendary.26 But it was also during this period that Fitzgerald's fame

as a writer began to spread. Between I920 and l925, he wrote some of

his finest stories, the best of which are "Ice Palace," "The Diamond

as Big as the Ritz," "May Day," "Winter Dreams," and "Absolution."  
While he was writing some of his better fiction, however, he was

beginning to show signs of dissipation and waste, and this increasing

dissipation began to affect the substance and quality of his work. In

order to maintain the opulent and grandiose life-style that had become

the Fitzgerald trademark——gaudy parties, weekend binges, traveling

sprees--he wrote second and third—rate potboilers for the saturday

Evening Egst. Periodically, to his own amazement, Fitzgerald found

himself so deeply in debt that he had to write such stories Simply to

survive. As he sadly tells Edmund Wilson in a letter: "i really

worked hard as hell last winter (l924)--but it was all trash and it

nearly broke my heart as well as my iron constitution."27

With the publication of The Great Gatsby in l925, however,

Fitzgerald realized the artistic promise of his youth. The novel is the

most artistically controlled and sustained piece of fiction he had yet

produced. But the artistic control of the novel masks the shaky and

uneven quality of Fitzgerald's personal life. Instead of this being

a new beginning, the ten years following The Great Gatsby were the most
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difficult and unhappy in Fitzgerald's life. By I926 symptoms of

dissipation had grown to almost disastrous proportions. The heart of

the matter was Zelda's growing emotional and mental illness. From I926

on, she manifested symptoms which culminated in her first breakdown

in I930, and her deterioration deeply affected Fitzgerald. In his

biography Scott Fitzgerald, Andrew Turnbull describes the sad situation:

Fitzgerald's drinking wasn't his only problem. Zelda's

long—smouldering discontent had made her increasingly

difficult to live with. Her willfulness had modulated

into a bizarre pettishness. Out with a group of friends,

she would suddenly want fresh strawberries or watercress

sandwiches and make everyone thoroughly uncomfortable,

until she got them. When others were enjoying themselves,

she would say she didn't like the orchestra and insist

on going home. Her habit of nervously chewing the inside

of her mouth had been growing, and recently her looks

had begun to go. Her skin had coarsened, and her sharp

features: now at times seemed graven, stony, a little

angular.

As her illness increased, the situation developed as a

competition between Zelda and Scott. Most revealing was her newly

cquired passion for ballet dancing. Arthur Mizener suggests: "She had

etermined suddenly to become a ballet dancer and, almost from one day

0 the next, had taken to dancing with an intensity, which as one of her

rlends said, was like the dancing madness of the middle ages.”29 She had

robably taken it up as a way both of gaining attention and of proving

o herself that she possessed a talent to rival that of her husband.

From I925 to I930, the Fitzgeralds' personal life, both in

merica and abroad, was a stormy and chaotic affair, a countless

uccession of parties and drunken brawls followed by brief but unstable

eriods of relative sobriety. By I930, though, it was clear that

itzgerald had been deeply scarred emotionally by the double strains of

aring for Zelda and of writing. "All this disappointment and suffering
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had Their effecf on Fingerald" Arfhur Mizener wriTes, "His drinking

increased, and if made him.sUbjecT To.fiTs of nervous Temper and

depression and less capable of providing The regular life Zelda needed.

If also affecTed his work, for in spiTe of his aTTemst To persuade

himself Then, and IaTer, ThaT he could work only wiTh The help of gin,

he was as inefficienT as mosT people when he had been drinking."30

Fingerald's own physical healTh weakened drasTicaliy during This

Time, buT more imporTanle, his sense of whaT he laTer called "emoTionai

bankrupTcy" had sTarTed To Take hold of him. As he laTer wriTes in

The Crack-Up: "i began To realize ThaT for Two years my life had been

a drawing on resources ThaT i did noT possess, ThaT i had been morTgaging

myself physically and spiriTually up To The hilT."3| Fingeraid also

refers To This feeling as " . . . an over-exTension of The flank, a

burning of The candle aT boTh ends; a call upon physical resources ThaT

I did noT command, like a man overdrawing aT his bank."32 if is perhaps

This fear of "emoTional bankrupTcy" which Fingerald projecTs in his

descripTion of his close friend Ring Lardner, whose problem he saw as

similar To his own. in an essay wriTTen jusT afTer Lardner's deaTh,

Fingerald says of him: " . . . he was a faiThful and conscienfious

workman To The end, buT he sTopped finding any fun in his work Ten years

before he died."33 Clearly, Fifzgerald was afraid ThaT The same loss of

vlTaIiTy would overTake him if he allowed himself To indulge his sorrows

Too fully. He Turned To his wriTing wiTh even more dedicaTion and

inTensiTy Than before, wiTh The renewed hope noT only Thaf iT mighT pay

The bills buT ThaT iT mighT also preserve his pride and digniTy as a man.

Throughouf This Trying period of disillusion, personal loss, and despair,

hrough The publicaTion of Tender is The Nighf in l935, Fifzgeraid somehow

OnTinued To wriTe profusely and well.
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As Tragedy increasingly Touched him and he wroTe of if, The idea

of dream-and-disiilusion Took on a new dimension and qualiTy boTh in his

own life and in his work. As his personal life deTerioraTed and as he

learned more abouT suffering and depression, his arTisTic vision also

deepened and maTured. Where The componenTs of The "old dream" had been

maTerial success, recogniTion, and possession of The "giiTTering Things,"

The dream had now Taken on a more sober and resTrained qualify.

Fingeraid's old dream of being "an enTire man" had been " . . .

relegaTed To The junk heap of The shoulder pads worn for one day on

The PrinceTon freshman fooTball field and The overseas cap never worn

overseas."34

From i925 To i935, Fingeraid produced only Two novels: Ihg

GreaT Gasty, his greaTesT arTisTic Triumph; and Tender is The NighT,

one of The mosT sadly moving and human novels of iTs own or of any oTher

Time. In addiTion, some of his shorT sTories of This Time are among The

besT Fingerald ever wroTe: ”The Rich Boy," for example, "The FreshesT

l

Boy," (and several oTher Basil Lee sTories), "The LasT of The Belles,"

‘"OuTside The CabineT Maker's," "Babylon RevisiTed,” and "Crazy Sunday."

Where his earlier sTories cenTered around The dream of greaT wealTh

and sTaTus, The sTories of This period evoke a somber and serious

concern wiTh disillusion and The loss of The dream. Behind many of

These sTories lies The concepT of "emoTional bankrupTcy," and many of

Them represenf an aTTempT on Fifzgerald's parT To find some way To

reconsTrucT Through his arT a new and more meaningful eThic To replace

The shaTTered dream of his youTh.

While Fingeraid was losing confrol of his personal life, These

sTories TesTify ThaT he was aT The same Time seeking greaTer confrol
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1nd resTrainT in his arT; and as his personal suffering conTinued,

\is arTisTic vision deepened in complexiTy and began To Take on a

nore sober and ulTimaTely Tragic Tone. As ArThur Mizener poinTs ouT:

. his ideas became more peneTraTing, his feelings

more considered, less convenTional, his crafTsmanship

more precise. AparT from The sTeady developmenT of

his crafTsmanship, This maTuriTy was overwhelmingly

a maTTer of personal experience raTher Than of3

iiTerary developmenT in The narrow sense .

lT seems clear, indeed, ThaT only Through The reflex of his

arT was Fingerald able To survive his own crack-up in l935. As he

Tells his daughTer in a leTTer five years laTer: "i am noT a greaT

nan buT someTimes l Think The impersonal and objecTive quaIiTy of my

TalenT and The sacrifices of iT, in pieces, To preserve iTs essenTial

value has some sorT of epic grandeur. Anyhow afTer hours i nurse

myself wiTh delusions of ThaT sorT . . "36 WriTing became To him

someThing of a heroic and romanTic quesT To Transcend his own despair

and personal deTerioraTion. As Mizener again asserTs:

The wonder really is, given his TemperamenT and

upbringing, The social pressures of his Times and

The Tragic elemenTs in his personal life, ThaT

Fingerald did noT give in enTirely To hackwork,

as so many of his conTemporaries did, buT reTurned

again and again, To The end of his life, To The self-

imposed Task of wriTing seriously. For all iTs manifesT

faulTs and misTakes, if was in some ways a heroic

life. BuT iT was a life of which Fingerald himself,

wriTing To an old friend, a lawyer, could only say

raTher sadly: 'I hope you'll be a beTTer judge Than

i've been a man of IeTTers.”7

From l935 To The end of his life in l940, Fingerald was only a

hadow of The dashing and romanTic figure he once was. Tragedy had

ouched him, and he undersTood ThaT he musT adapT himself To a new

arid, a new life, and a new arT. in The Crack-Up essays, Fingerald
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riTes honesle and openly of his despair, and by so doing, begins To

iscover a new perspecTive and a new esTheTic. in These essays and

n The sTories following, he pauses, refiecTs, and Takes sTock of

haT has happened To him. He Then begins To sTruggle back in The only

ay he knows how, Through The discipline of his arT. As he Tells his

aughTer: "When WordsworTh decided ThaT 'There had passed away a glory

rom The earTh,' he felT no compulsion To pass away wiTh iT, and The

iery ParTicle KeaTs never ceased in his sTruggle againsT T.b. nor in

is lasT momenTs relinquished his hope of being among The English

JeTs."38

bTill, his lasT sTories and The drafT of his final novel, The

asT Tycoon, are more somber and resTrained in Tone and Theme. No longer

>es Fifzgerald respond wiTh "a heighTened sensiTiviTy To life's

‘omises" as he did in his hey—day, buT neiTher is he defeaTed nor

‘oken. DespiTe despair and Tragedy in his life, he had noT losT The

ipaciTy To dream. in his lasT years, Fingerald no longer dreamed

'greaT wealTh and success; These became subordinaTed To achieving

e one goal which he had perhaps always been indirechy sTriving

r-—To be a greaT wriTer. "WhaT liTTle l have accomplished," he says,

as been by The mosT laborious and uphill work, and i wish now i'd

er relaxed or looked back buT said aT The end of The GreaT Gasty:

e found my line——from now on This comes firsT. This is my immediaTe

y-—wiThouT This i am noThing."39

if is significanf, Then, ThaT Fingerald always sTruggled back

Em disillusion, despair, and The defeaT of his dreams wiTh more

FighT, perspecTive, and greaTer clarify of vision. In "Early

 

tcess," he wriTes:
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The dream had been early realized and The realizaTion

carried wiTh iT a cerTain bonus and a cerTain burden.

PremaTure success gives one an almosT mysTical concepTion

of desTiny as opposed To will power-—aT iTs worsT The

Napoleonic delusion. The man who arrives young believes

ThaT he exercises his will because his sTar is shining.

The man who only asserTs himself aT ThirTy has a balanced

idea of whaT will power and faTe have each conTribuTed,

The one who geTs There aT forTy is liable To puT The

emphasis on will power alone. This comes ouT when sTorms

sTrike your crafT.

IT is This qualiTy, This TenaciTy, which defines his life

id which he invesTs in many of his ficTional heroes; and if is This

iich marks Them as more Than simply paTheTic figures who are seduced

I gaudy dreams of money and success. Moreover, if is This unique

laliTy——The abiliTy To dream while aT The same Time being able To sTand

)arT from his dreams and aspiraTions and undersTand The disillusion

iherenT in Them--which is Fingerald's Trademark boTh as a man and as a

‘iTer.

Since Fingerald's firsT novel was published in l920 and his

sT was in progress when he died in l940, his life and career provide

resisTibie parallels To The Time in which he lived. For a man like

ngerald, endowed wiTh a double vision--a lively and creaTive

aginaTion and an equally compelling sense of life's sad realiTies-— _

a TwenTies and ThirTies in America provide an ideal framework. These

3 TurbulenT and formaTive decades were as double as Fingerald himself

1 in many of The same ways. SeT—off by Two devasTaTing and emoTionally

ITTering World Wars and cenTered upon The almosT ToTal collapse of
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he counTry's economic sysTem, These years offer a vivid example of The

aTTern of boom and busT, Triumph and Tragedy, dream-and-disillusion

n American life.

The years immediaTely preceding and up Through World War One

ere a Time of greaT idealism and hope in This counTry. lniTially, The

ar engendered a spiriT of naTionalism and a greaT faiTh in America's

biliTy To "make The world safe for democracy." World War One promised

" and once This naTion was drawn3 be "The war foughT To end all wars,

1 on The side of The Allies, people saw The war as a crusade To lead

asTern man furTher forward in a quesT for moral, spiriTual and

)liTical—social perfecfion.

BuT by l920 if was clear ThaT all was noT so rosy in CameloT.

'Th The war's end, The mood of The counTry began To change. Young

>ldiers reTurning home broughT wiTh Them a compleTely differenT seT of

Ilues Than Those They had held only a few years before. Men who enTered

le war believing iT was To be a glorious, heroic, and noble advenTure,

ickly discovered in The foresTs and Trenches of France and Germany

aT war was noT a game, ThaT if was dirTy, ugly, and horrifying, ThaT

nocenT men and women died violenT and senseless deaThs.

BuT reTurning soldiers were noT The only ones affecTed by The

r neurosis. For mosT middle—class youTh and even for some of Their

ders, The decade following The war was one of quesTioning and despair,

sTlessness and rebellion. AfTer The Versailles TreaTy, many Americans

IT for The firsT Time ThaT perhaps Their ideals were all wrong.

ilions of Europeans and Thousands of Americans had died and noThing

; really changed. in This counTry many were sTill poor and ouT of

'k; and while sTaTesmen and poliTicians were mouThing plaTiTudes abouT
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a jusT and lasTing peace, They were carving up Germany amongsT Themselves.

By The early parT of The new decade, iT had become increasingly clear

To many Americans ThaT The peace had failed The noble ideals of The war.

Thus, The Ten years following The war became a Time of greaT

confusion and Turmoil. lnsTead of creaTing order and sTabiliTy, The

war "foughT To end all wars" had shaken The faiTh which many Americans  
had placed in The old VicTorian values and creaTed The need for new ideals,

new dreams, and new values. Concest such as "honor," "glory," and

"sacrifice," which once had meaning, were now becoming empTy and

irrelevanT phrases. ”SparTan idealism was collapsing" wriTes Frederick

Lewis Allen. "People were Tired of girding up Their loins To serve noble

causes. They were Tired of making The UniTed STaTes a land fiT for heroes

To live in. They wanTed To relax and be Themselves."4|

Now ThaT The old gods had been pronounced dead, new ones were

resurrecTed in Their place. By The mid-TwenTies a new code evolved in

reacTion To VicTorianism. Easy slogans and caTch-Terms such as "rules

are made To be broken," "live if up," and "anyThing goes" became The

vaTchwords of a new generaTion. The reacTion To The EighTeenTh AmendmenT

‘s a good example of This. In l9l9 ProhibiTion was conceived of as an

Ill-purpose good. As Frederick Lewis Allen wriTes:

The war also broughT wiTh if a mood . . . of which The

EighTeenTh AmendmenT was a naTural expression . . . The

American people were seeing UTopian visions; if if

seemed possible To Them ThaT The war should end all

wars and ThaT vicTory should bring a new and shining

world order, how much easier To imagine ThaT America

mighT enTer an endless era of sobrieTy.

lmosT immediaTely afTer The ProhibiTion AmendmenT was signed inTo law,

nericans began To find ways To evade iT. The resuITs were speakeasies

1d booTlegging, which in Turn sTimulaTed The rise of Al Capone and
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we gangs, Thus Transforming organized crime info a naTional syndicaTe

lmosT overnighT. Only a shorT Time earlier The symbol of America's

rusade To save mankind from The evils of The boTTie, prohibiTion had

ronically and inadverTenle precipiTaTed a spiriT of lawlessness and

ecklessness hiTherTo unparalleled in American life. As Fingerald

Wmself describes The period:

. . . There were enTire classes (people over finy, for

example) who spenT a whole decade denying iTs exisTence

[lawlessness] even when iTs puckish face peered inTo

The family circle. Never did They dream ThaT They had

conTribuTed To if. The honesT ciTizens of every class,

who believed in a sTricT public moraliTy and were

powerful enough To enforce The necessary legislaTion

did noT know ThaT They would necessarily be served by

criminals and quacks, and do noT really believe iT To—

day. Rich righTeousness had always been able To buy

honesT and inTelligenT servanfs To free The slaves or

The Cubans, so when This aTTempT collapsed our elders

sTood firm wiTh all The sTubbornness of people involved

in a weak case, preserving Their righTeousness and

losing Their children.

OuT of The chaos and disillusion of The war, coupled wiTh The

l~Timed ProhibiTion AmendmenT, There emerged Temporarily a new eThic——

e of unresTrained freedom, insTanT heroes, maTerialism and easy

OSperiTy. By The mid—TwenTies Freudian psychology had sTripped away

a veil of respecTabiliTy surrounding sex by openly declaring ThaT sex

; noT a forbidden and secreT lusT buT a basic human insTincT and life

ce which all men shared. As is ofTen The case when a new idea is

Jlarlzed, Freud's Theories Were misundersTood by public and criTics

(e, boTh of whom ThoughT and acTed as if The problems of sexual

ession were solved forever. As a resulT dances became more suggesTive,

o more SeducTive and alluring, sex more open and blaTanT.

The new freedom creaTed an immediafe need for new symbols and new

5, and They were found in a hurry. BoTh Hollywood and The press
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answered The call. MoTion picTures manufacTured insTanT Tinsel and

insTanT sTars. Newspaper sTories and cheap magazine ficTion creaTed

exciTemenT and pandered To The romanTic delusions of an eager and

willing audience. The press and radio helped creaTe The image of The

super-aThleTe and placed him on The level of a culTure hero. In less

Than a decade aThleTes such as Babe RuTh, Red Grange, Jack Dempsey,  Bill Tildon, Bobby Jones, and GerTrude Ederle became lmmorTals, legends

in Their own Time. in addiTion, adverTising was elevaTed almosT To an

arT form. PubliciTy sTunTs such as flagpole siTTing, dance maraThons,

and Ticker-Tape parades were accorded equal sTaTus wiTh greaT culTural

evenTs and works of arT. RevivalisTs like Billy Sunday and Amy

Sempie-MacPherson made religion a form of enTerTainmenT. BuT perhaps

The mosT significanT and revealing characTerisTic of The Times was The

false sense of prosperiTy creaTed by business and The sTock—markeT

boom. in keeping wiTh The spiriT of The day, people Took iT on faiTh

ThaT The ever—increasing markeT was a sign ThaT unresTrained capiTalism

would bring permanenT economic growTh and furnish never—ending wealTh.

Thus, when looked aT from one poinT of view, The TwenTies was a Time of

unbounded exciTemenT, of y0uThful indulgence; a Time of dreams and of

a naiveTe which saw all dreams as possible.

The decade, however, like any oTher in American hisTory, had

more Than one dimension and one side. As Fingerald wriTes in his essay

"Early Success":

The uncerTainTies of l9|9 were over—-There seemed liTTle

doubT abouT whaT was going To happen-—America was going

on The greaTesT, gaudiesT spree in hisTory and There was

going To be plenTy To Talk abouT. The whole golden boom

was in The air——iTs splendid generosiTies, iTs ouTrageous

corrupTions and The TorTuous deaTh sTruggle of old America

in prohibiTion . . . buT l was preTTy sure ThaT living

wasn'T The reckless, careless business These people

ThoughT.44
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he spiriT of revolT, Then, did noT regisTer exachy The same reSponse

n all Americans. In facT, To Those wiTh vesTed inTeresTs who saw

hemselves as guardians of The counTry's moraliTy and economy, The

osT-war rebellion againsT The old values ThreaTened The foundaTions

n which They had builT repuTaTions and forTunes. In a mood of fear and

alf-preservaTion, They advocaTed and enforced more severe laws and

uriTanical resTrainTs in order To check whaT They felT was a dangerous

nemy——anarchy. ATTorney—General MiTchell Palmer searched for and

Dund a Red under every bed; The Ku Klux Klan openly spread iTs venom

1d haTe in The NorTh and SouTh alike; bluenoses censured harmless books

ike Cabel's Jurgen because of impliciT references To sex.

Toward The end of The TwenTies iT was gradually becoming clear

3 parTicipanTs and criTics alike ThaT all was noT well. In "Echoes of

we Jazz Age"--wriTTen Two years afTer The sTock—markeT crash-—Fingerald

afiecTs on The Time: "BuT in Those days," he says, "life was like The

ace in Alice in Wonderland, There was a prize for everyone . . . The Jazz

39 had a wild youTh and a heady middle age.. . . IT ended . . . because

6 uTTer confidence which was iTs essenTial prop received an enormous

>IT, and TT didn'T Take long for The flimsy sTrucTure To seTTle earTh-

lrd.. . . one day in I926 we looked down and found we had flabby anns

d a faT poT and couldn'T say boop-boop-a-doop To a Sicilian."45

Th The sTockmarkeT crash on Tuesday, OcTober I9, I929, The dream of

Sy prosperiTy became a horrible nighTmare. For The second Time in

liTTle more Than a decade, The counTry was faced wiTh a crisis which

reaTened To desTroy iTs idealism and capaciTy for hope. As Allen

iTes in Since YesTerday: "There was hardly a man or woman in The

unTry whose aTTiTude Toward life had noT been affecTed by if
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[The crash ]in some degree and was noT now affecTed by The sudden and

bruTal shaTTering of hope. WiTh The Big Bull MarkeT gone and prosperiTy

going, Americans were soon To find Themselves living in an alTered world

which called for new adjusTmenTs, new ideas, new habiTs of ThoughT, and

a new order of values."46

The TwenTies' naive and opTimisTic dream of unresTrained freedom

and easy prosperiTy gave way in The ThirTies, firsT To The ineviTable

sadness and disillusion which accompanies The loss of a dream, and Then

To a more sober and resTrained recogniTion and accepTance of life's

harsher realiTies. Bread lines replaced ballrooms; The divorce raTe

decreased as did The fanfare abouT sex and drinking; fashions became

more conservafive; The mania for specTaTor sporTs wanTed; and religion

became more secularized and funcTional. In The early ThirTies, Then, a

profound disillusion and fear uprooTed America's heady idealism and blind

faiTh in iTs abiIiTy-—indeed, The abiIiTy of The enTire capiTalisTic

economic and social sTrucTure--To endure.

The ThirTies, Too, was noT wiThouT iTs oTher side. For growing

ouT of The mood of sadness and sobrieTy was in Time a more resTrained kind

‘of opTimlsm and hOpe. Along wiTh The belief ThaT RooseveIT's New Deal

i

would supply an economic cure came a renewed inTeresT in Russian Marxism.

 

lMany vicTims of The Depression looking for somewhere To place The blame

were quick To faulT The enTire capiTalisTic sysTem and so Turned To

communism in The hope ThaT iT would creaTe new and beTTer condiTions.

Daniel Aaron in WriTers on The LefT wriTes:

In conTrasT To The dreary scenes of capiTalism in decline,

Russia during The early ThirTies seemed a hive of happy

indusTry.. . . ConfronTed wiTh whaT appeared To be a social

and economic breakdown in Their own counTry, a good many

Americans were powerfully affecTed by The well—publicized
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achievemenTs of The U.S.S.R. where hisTory was acTing like

a fellow Traveler. They conTrasTed The unemploymenT, The

labor violence, The social disorders, The widespread

despair in The UniTed STaTes wiTh The energy and hopeful-

ness of The SovieTs.

n addiTion, The New Deal had made Americans more poliTicaIIy and

ocially aware Than They had been before; and Though if did noT solve

he counTry's economic problems, iT arresTed Them successfully enough

0 ThaT by The mid—ThirTies iT looked To many Americans as if condiTions

are indeed geTTing beTTer. The renewed idealism and hope spawned by

arxism and The New Deal, however, only masked an underlying realiTy——

he facT ThaT by The end of The decade over 8 million were sTill

nemployed; and in I939 STaIin and HiTIer signed a non-aggression pacT

hich was To dispel The noTion in many sympaThizers ThaT communism would

9 America's saving ideology.

While The Depression and subsequenT evenTs did noT shaTTer

nerica's idealism, in some ways They did produce a more realisTic and

esTrained vision. In The l920's and l930's, America's ideals had been

esTed and found wanTing; The counTry had been scarred, had learned To

Jffer The loss of iTs hopes and dreams, and had been forced To sober up

5d fighT back from The brink of despair. BuT hisTory Tends To run in

ycles; and, by The end of The ThirTies iT was impossible To ignore The

T

areaT of European Fascism: HiTIer in Germany, Mussolini in ITaly, and

*anco in Spain. By I939, The Wesfern world was already realigning and

‘mlng for a renewed conflicT, and America would be drawn inTo if for The

acond Time in a liTTle more Than Two decades.

Since FingeraId experienced greaT popular success and acclaim

I The TwenTies, he has ofTen been considered a symbol of The Jazz Age.
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BuT, while if is noT misleading To say ThaT aT IeasT one dimension of

his ficTion capTures The aTmosphere and reflecTs much of The mood of

The counTry during Those TurbulenT years, This is noT The dominanT

aspecT of his arT. FingeraId, like his Times, embodied fundamenTaI

and irreconcilable conflicTs; and if his arT reflecTs The inTTering

dream of The TwenTies, iT evokes aT The same Time The disillusion and The

despair of The ThirTies. The Tension and polariTy beTween dream-and—

disillusion was deeply roofed, Then, in The experience of FingeraId

and his Time and place; and because he wroTe mosTIy abouT emoTions and

feelings and ideas which were close To him, This dualiTy manifesTs iTself

from The sTarT as The cenTral Theme emerging in his work.

 





II THE APPRENTICE FICTION

Since dream—and—disillusion was so deeply a parT of Fingerald's

iwn life and Times and since he sTruggled so hard To realize and To

'ulfill his own dreams, TT is noT surprising ThaT from The beginning his

'icTion would be cenTered around The pursuiT of dreams and The loss of

Ilusions. Emerging in FingeraId's earliesT work is The idea of The

Iream as aTTached To success in aThleTics and courage on The baTTIefield.

T is no accidenT ThaT Two of FingeraId‘s early proTagonisTs in "Reade,

TubsTiTuTe RighT Half," (I9IO) and "A DebT of Honor” (l9l0) were an

IThIeTe and a soldier. WriTTen while FingeraId was aTTending ST. Paul

lcademy, "Reade, SubsTiTuTe RighT Half" is a semi-auTobiographical

;keTch which Tells of a young scrub on a prep-school fooTball Team who,

men called upon in The big game, becomes a hero by scoring The winning

ouchdown. Also concerning a heroic acT, "A DebT of Honor" Takes place

 

uring The Civil War. The proTagonisT, PrivaTe Jack Sanderson, is ordered

hoT for falling asleep on guard duTy; buT, when General Lee granTs him a

asT—minuTe reprieve, he quickly redeems his honor by sacrificing his

ife in a crucial baTTIe.

ReflecTing on These youThfuI dreams, FingeraId IaTer wriTes:

As The TwenTies passed wiTh my own TwenTies marching a

liTTle ahead of Them, my Two juvenile regreTs——aT noT

being big enough (or good enough) To play fooTbaII in

college, and aT noT geTTing overseas during The war—-

resolved Themselves info childish waking dreams of

imaginaTive heroism.

27
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Ten FszgeraId could cenTer These "childish waking dreams" in successful

icTionaI forms, his sTrongesT and mosT honesT work emerges. And, as

arly in his career as These apprenTice sTories, Fingerald experimenfs

iTh various ficTional devices. For example, alfhough his early

roTagonisTs are Thinly drawn, one—dimensional figures, and his ploTs

re conTrived and highly melodramaTic, Fingerald's apprenTice ficTion  
eveals a good deal of experimenTaTion wiTh varying poinTs of view. BoTh

T his early melodramas—-"The MysTery of The Raymond MorTgage," (I904) and

The Room wiTh The Green Blinds" (l9ll)——are Told by a narraTor-agenT who,

IThough he is noT direcTIy involved in The acTion, funcTions as a window

nTo The sTory and iIluminaTes The main characTer's dilemma. In "Reade,

ubsTiTuTe RighT Half" and "A DebT of Honor," The poinT of view is Third—

erson IimiTed ominscienT. Curiously, Though, in These four skeTches,

ingerald does noT granT The reader access To The ThoughTs and feelings of

he main characTers. Perhaps This is because Fingerald is concenTraTing

ainly on narraTing The acTion of The sTories. BuT TT is significanT ThaT

ven in his earliesT pieces, The sTories TesTify ThaT Fingerald is aware

f The imporfance of form and sTrucTure, while They also reveal his concern

iTh dreams of courage and heroism.

The nexT sTories FingeraId published were Three he wroTe

hile aTTending Newman School. In Two of The Three, "A Luckiess SanTa

Iaus," (l9l2) and "The Trail of The Duke" (I9I3) The idea of disillusion

r disappoinTmenT in romance firsT appears. In The firsT sTory, Harry TalboT's

hlmsical fiance TesTs him by requesTing on Chrisfmas Eve ThaT he give
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away all of his money To needy sTrangers. He agrees, buT his sTrange

behavior arouses so mach suspicion ThaT he is beaTen up by Those "needy“

sTrangers who suspecT him of Trying To sTir up Trouble. In "The Trail

of The Duke," DoTson Garland's fiance soliciTs his help in her search

for a "losT Duke." He diligenTIy walks The enTire ciTy, and is almosT

assaulTed by an ex-convicT before he finally discovers ThaT The "Duke"  
is a losT poodle, noT a visiTing digniTary.

In These Two skeTches, Fingerald's proTagonisTs, boTh

infaTuaTed wiTh Their fiancés, allow Themselves To be manipulaTed unTil,

finally, upon discovering Their folly, boTh sooThe injured prides by

walking ouT on Their TormenTors. And while neiTher Harry TalboT nor

DoTson Garland is a very exciTing or heroic figure, each is more fully

drawn and realisTicalIy moTivaTed Than Their ST. Paul predecessors.

DespiTe The seemingly Trivial naTure of Their dilemmas, in Their

disappoinTmenT boTh are sympaTheTic and human. Thus, in his earliesT

ficTion, Fingerald inTroduces dream-and-disillusion in The conTesz

of heroism and bravery and of disappoinTmenT in romance.

Ill

The firsT really subsTanTial evidence boTh of Fingerald‘s

>oTenTiaI as a serious wriTer and also of The emergence of dream—and—

Iisillusion as a coherenT Theme appears in six sTories which he wroTe

vhile aT PrinceTon, The besT of which mark his TransiTion from apprenTice

vriTing To The more skillful and complex ficTion he was To produce

ThroughouT his career? In The PrinceTon sTories, Fingerald deepens

The dream—and—disillusion dualiTy as he explores if in differenT

zicTionai forms and siTuaTions, ranging from psuedo-sophisTicaTed
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30— ”l
romanTic comedy in "The DebuTanTe," (l9l7) and "Babes in The Woods" (I9l7)

To more complex and dramaTic sTories like "The Ordeal," (I9l5) "The Spire

and The Gargoyle," (I9I7) "SenTimenT and The Use of Rouge," (I9I7) and

"The Pierian Springs and The LasT STraw" (I9I7).

BoTh "The DebuTanTe" and "Babes in The Woods” TreaT dream-and—

disillusion in The conTexT of whaT Fingerald called "The love game."  In "The DebuTanTe," wriTTen in The form of a dramaTic dialogue, Helen,

The femme—faTale, defines The naTure of The game: "'I like The Thril

when you meeT Them [oTher men]. . . . I like The way They begin To follow

you wiTh Their eyes. They're inTeresTed. . . . Then I begin To place

him. Try and geT his Type, find ouT whaT he likes; righT Then The

romance begins To lessen for me and increase for him.'"3 Explaining

ThaT The "love game” is only exciTing unTil she capTures her prey, Helen

is suggesTing ThaT only The pursuiT, only The sTruggle To win her man,

heighTens and colors her exisTence. For upon capTuring her prey, she is

neiTher able To care for him nor To idealize him. WhaT Fingerald is

implying here is ThaT possession of The dream (in This case The love

objecT) can kill The abiliTy To dream; once having grasped The objecT of

her dreams, Helen no longer has any goal To sTrive for, noThing To hope

for, no challenge. Knowing This, she will probably conTinue To rejecT

her suiTors unTil she finds one who will rejecT her firsT."4

Published a few monThs afTer "The DebuTanTe" (and laTer re-

wriTTen and incorporaTed info This Side of Paradise), "Babes in The Woods" 

expands upon a similar Theme in more depTh and deTaiI. Fleshing ouT The

characTers and using The "love game" here as a cenTraI meTaphor, Fingerald

unifies and TighTens up The sTory, giving lT more plausibiliTy, direcTTOn

and meaning.
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The seTTing is a semi-formal dinner parTy. Upon arriving,

ingerald's heroine, Isabelle, an aTTracTive and popular Teen-aged girl,

as already seT herself The Task of landing The dashing young college

reshman, KenneTh Powers. In her open pursuiT of KenneTh, Isabelle is

laying a familiar game, one which boTh of Them undersTand:

Isabelle and KenneTh were disTincTIy noT innooenT, nor

were They parTicuIarly hardened. Moreover, amaTeur

sTanding had very liTTle value in The game They were

beginning To play. They were simply sophisTicaTed,

very calculaTing and finished young acTors,5each

playing a parT They had accepTed for years.

sch of Them knows The rules of The game, and each accest The ofher's

Tse. So long as The game is played according To The rules and so long

. The masks remain in place, Isabelle knows ThaT she will be able To

nTacize abouT The romance's infiniTe possiblliTies:

. everyThing was wonderful TonighT, mosT of all This

romanTic scene in The den wiTh Their hands clinging

and The ineviTable looming charmingly close. The

fuTure vlsTa of her life seemed an unending succession

of scenes like This, under moonlighT and pale sTarlighT,

and In The backs of warm limousines and in low cosy

roadsTers sTopped under sheITering Trees—~only The

boy mighT change, and This one was so nice.6

In This sTory Fingerald once again TreaTs The noTion ThaT The

Tam will remain alive only if The illusion ls noT shaTTered by

summaTion—-in This case, by a kiss. And, because Isabelle and

nefh never do kiss, she will be able To preserve in her imaginafion

wonder of The dream, The romanTic illusion of whaT mighT have

1 or whaT sTill is possible. In The sTory's final scene Fingerald

Tes:

In her eyes was The lighT of The idealisT, The invioIaTe

dreamer of Joan—like dreams. . As she crepT info bed

she Wondered whaT he'd say in his special delivery T morrow.

He had such a good—looking mouTh-—would she ever-—?
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In boTh "The DebuTanTe" and "Babes in The Woods," Fifzgerald's

eroines are playing aT love raTher Than commiTTing Themselves To iT.

-Th believe ThaT if They can avoid possessing Their love objecTs,

ey can remain unTouched by disappoinTmenT and disillusion, Thus

lowing Themselves To quuriaTe in Their romanTic dreams. BuT in

veral oTher more complex sTories Fszgerald wriTes during This same

riod, he is concerned wiTh depicTing characTers who, in commiTTing

emselves To Their dreams, do suffer disappoinTmenT and disillusion.

"The Ordeal" is especially noTable because if is a sTory which

resisTed compleTion ThaT Fingerald found himself reTurning To iT aT

asT Two more Times (in "BenedicTion" and "AbsquTion") before he

; saTisfied wiTh his conclusion.8 Focusing on The spiriTuaI crisis

loung novice experiences before finalizing his priesle vows, "The

Ieal" is Fingerald's firsT dramaTizaTion of his ambivalenT reacTions

his own CaTholicism.

The young man's conflicT is beTween his feeling ThaT Taking his

5 will make him sTronger and more able To resisT TempTaTion and his

ling ThaT iT will force him To renounce The worldly pleasures he

ires. The subjecT, Then, is a person's inner sTruggle To resolve

>nflicT beTween Two sides of his characTer--his need To fulfill

' he believes is his moral obligaTion To himself and his CreaTor

his sensiTiviTy To life's pleasures. When The sTory opens, several

nTs before he is abouT To Take his vows, The young man is TormenTed

assailed by doust and fears:

OTher music ran now as an undercurrenT To his ThoughTs;

wild, incoherenT music, illusive and wailing, like The

shriek of a hundred violins, yeT clear and chord—like.

ArT, beaufy, love, and life passed in a panorama before
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him, exoTic wiTh The hoT perfumes of The world-—passion

. . . and looking aT him Through iT all were The sweeT

sweeT sad eyes of a girl.9

As The imagery suggesTs, he idenTifies worldly pleasures wiTh discord,

TempTaTion, and uITimaTer wiTh evil. These TempTaTions however, drive

him even harder To embrace his vows:

Then iT began. SomeThing before had aTTacked The roofs

of his faiTh, had maTched his world-sense againsT his God

sense . . . A whole spiriTual realm evil in iTs every

expression engulfed him. He could noT Think, he could

noT pray . . . he realized only ThaT The forces around

him were of hell.. . . He feIT himself alone piTTed

againsT an infiniTy of TempTaTion.. . . Then The forces

gaThered for one final aTTack . . . The eTerniTy and

infiniTy of all good seemed crushed, washed away in an

eTerniTy of evil.. . . Then he suddenly became aware

of a new presence . . . IT was The sTained glass window

of ST. Francis Xavier. He gripped iT spiriTually, clung 0

To iT, and wiTh an aching hearT called silenTIy for God.I

ejecfing his parenTs' warning ThaT he is "ruining a promising young life

ecause of a senTimenTal noTion of self—sacrifice, a boyish dream,"

he young novice, afTer a fierce infernal sTruggle, chooses The priesT-

30d. BuT, FingeraId implies, he has done so ouT of a self—imposed

ense of duTy and a fear of his own sensual impulses, raTher Than Through

sincere dedicaTion To his religion.

In The young novice's decision To Take his vows, Fingerald

fers no real resoluTion To The problem; for, while The boy does

lfiII one side of his naTure by acTuaIizing his "boyish dream" of

coming a priesT, he neglecTs ThaT parT of him which is unavoidably

awn To worldly and sensual pleasures. Recognizing This conflicT

i Tension wiThin himself, Fingerald laTer spoke poinTedly of whaT

called "The spoiled priesT in me," ThaT aspecT of his own dual

'ure which relfecTs his puriTanism, resTrainT and cynicism, his
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basic disTrusT and fear of his own impulses—-impulses which he connecTs

wiTh dissipaTion and loss of resTrainT. In conflicT wiTh The "spoiled

priesT" is ThaT oTher side of Fingerald's naTure which ArThur Mizener

refers To as "The romanTic young man.”——The involved, subjecTive, romanTic

dreamer in Fingerald. Where The "romanTic young man" searches ouT

life's pleasures—-beauTifuI women, wealTh, and gIITTering possessions-—The

”spoiled priesT" demands ThaT he sTrive for discipline, resTrainT, conTroI

and objecTiviTy boTh in his life and in his arT. And This Tension, here

"eflecTed in The young boy's conflicT wiTh his religious commiTmenTs,

)roduces Fingerald's mosT characTerisTic ficTion.

Like ”The Ordeal," "The Spire and The Gargoyle" is an aTTempT

)y Fingerald To probe more deeply inTo his own dual naTure, in This case

The aTTracTion—repulsion he feIT Towards his college educaTion. LaTer

‘ncorporaTed as a secTion of This Side of Paradise, This sTory concerns 

i young man who, afTer being expelled from The universiTy and subsequenTIy

‘orced To confronT his own failure, recognizes sadly ThaT he has losT an

mporfunify which he can never recapTure.

In The beginning of his college career, educaTion had meanT

'ery liTTle To The young man; he had Taken iT for granTed. Now, on The

vve of his final make—up exam, he faces ineviTable expulsion. BuT aT The

TomenT before he is abouT To begin preparaTion for The crucial exam,

e is seized by a sudden, unexpecTed emoTion. "Through The careless

hell ThaT covered his undergraduaTe c0nsclousness had broken a deep

nd almosT reverenT liking for The grey wall and goThic peaks and all

"ll His suddenhey symbolized in The sTore of The ages of anTiquiTy.

esire To remain in school Takes on The qualify of an unaTTainable dream

ymbolized by The spire ouTside his window:
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Once he had associaTed The beauTy of The campus nighT wiTh

The parades and singing crowds ThaT sTreamed Through iT,

buT in The lasT monTh The more silenT sTreTches of

sward and The quieT halls wiTh an occasional laTe—

burning scholasTic lighT held his imaginaTlon wiTh a

sTronger grasp—-and This Tower in full view of his window

became The symbol of his percepTion.. . . To him The

spire became an ideal. He had suddenly begun Trying

desperaTely To sTay in college.'

His TransformaTion coming Too laTe To save him from expulsion

failing his exams, The young man deparTs for New York. AfTer spending

firsT days dissipaTing wiTh a fasT, rich crowd, he finds himself

sTanle assaulTed by his conscience—-by his sense of having failed To

Sp someThlng he wanTed. ReflecTing on his new life away from school,

Thinks:

IT was much Too easy; iT lacked The penance of The five o’

clock morning Train back To college ThaT had faced himself

and his fellow sTudenT revelers, iT lacked The penance of

The long morning in classes, and The poverTy of weeks.’

Hing guilTy and depressed, he chances To run inTo The precepTor (The

l
oyle) who had failed him on his lasT exam. The meeTing rekindles

ThoughTs of The old days aT school, and he decides To reTurn for one

look.

On The journey down from New York, The young man imaginafively

'ves his old experiences, buT The momenT he sTeps off The Train his

sions are quickly shaTTered:

l The nighT was Typical of The place. if was very like The

‘ nighT on which he had Taken his lasT examinaTion, yeT

somehow less full and less poignanT. lneviTabiliTy became

a realiTy and assumed an aTmosphere of compelling and

wearing down. Where before The spiriT of The spires and

Towers had made him dreamily acquiescenT, iT now overawed

him. Where before he had realized only his own inconsequence,

he now realized his own impoTence and insufficiency . . .and

in fronT of him The college dreamed on--awake. He felT a

nervous exciTemenT ThaT mighT have been The Throb of iTs

slow hearf.l4
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Realizing ThaT he cannoT go back and recapTure his losT dream,

eling The pain of regreT, he

. . cried ouT from a compleTe and overwhelming sense

if failure. He realized how ouTside of lT all he was,

. . He felT no injusTice, only a deep, muTe longing.

"he very words ThaT would have purged his soul were

iaiTing for him in The depThs of The unknown before

lim-—waiTing for him where he could never come To

:laim Them.i5

Drawing explicile on his own failure aT PrinceTon, Fingerald's

T reflecTs whaT perspecTive he has gained on The incidenT. in

Ting his proTagonisT's deeply felT sorrow and disillusion aT The

of his dreams, Fszgerald is also highlighTing The young man's

niTlon and sad accepTance of The realiTy ThaT he could noT go back

The pasT and recapTure Those dreams.

in "SenTimenT and The Use of Rouge," Fingerald once again is

rned wiTh depicTing disillusion and loss. The sTory is abouT-

SyneforTh, a young English arisTocracT who, upon reTurning from

honT briefly before going back inTo combaT, finds, To his amazemenT,

he pre—World War One socieTy he grew up in has been radically

d. in The sTory his ideals and illusions abouT religion and

Ty are gradually sTripped away unTil aT The end he is unable

To undersTand or To adjusT To The breakdown of The old values.

The person whose acTion Triggers Clay's bewildermenT is

hr Markbrooke, The former fiance of his dead broTher Dick. By

and capriciously seducing him, Eleanor iniTiaTes Clay info The

ies and complexiTies of sex. Because Clay is unable To divorce

In romance and marriage, he cannoT comprehend her acTions.

ly ouT of guilT and parTially ouT of a sense of honor, Clay feels

ed To ask her To marry him; refusing, she almosT mocklingly proceeds
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TTer whaT is lefT of his illusions by Telling him The TruTh he has

voided confronTing:

Well,‘ she conTinued, 'There had To be an ouTleT——

ind There was, and you know The form iT Took in whaT

'ou call The fasT seT . . . iT was spreading slowly,

some people even ThoughT raTher normally, buT when men

)egan To go away and noT come back, when marriage

>ecame a hurried Thing, and widows filled London,

and all TradiTions seemed broken, why Then Things were

differenT."6

Unable To grasp The meaning of This, Clay finds himself

eTely confused:

Bubbles of convenTional eThics seemed To have bursT and The

long sTagnanT gas was reaching him. He was forced To seize

IiS mind and make if cling To whaTever shreds of The old

sTill floaTed on The moral air. Eleanor's voice came To

him like The grey creed of a new maTerialisTic world,

The conTrasT was The more vivid because of The remains

of eroTic honor and senTimenTal religiosiTy she flung

ouT wiTh The resT.'7

lusioned and groping for answers, Clay reTurns To The fronT and is

fly wounded. AT The momenT before deaTh, he Tries To reaffirm his

wiTh, buT finds he cannoT:

T was all such a mess. He’d like To have gone back and

inished The conversaTion. lT had sTopped aT RochesTer-

e had sTopped living in The sTaTion aT RochesTer .

e . . . dédn'T feel senTimenTal-—only cold and dim and

ixed up.

"SenTimenT and The Use of Rouge" effecTively capTures The sense

illusion many people felT following World War One. Men and women

T up by nineTeenTh-cenfury VicTorian sTandards of religion and

Ty were naTurally shocked and ouTraged aT The "new moraliTy,"

ally The violenT shifT in sexual mores. And Fingerald himself

a of Those who felT The impacT of The new moral currenT. The

‘T (spoiled priesT) in him believed wiTh Clay Syneforfh ThaT
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aTionships beTween men and women oughT To be primarily spiriTual-—Thaf

an were To be worshipped from afar, ThaT chasTiTy before marriage was

icessiTy, and ThaT premariTal sex represenTed a kind of moral corrupTion.

as deeply ingrained in him as These puriTanical noTions were,

geraid Through The characTer of Eleanor Marbrooke, also reveals his

nTic leanings Toward The new moraliTy.

Marking The culminaTion of Fingerald's apprenTice flcTion

Pierian Springs and The LasT STraw" is a ThemaTlcally complex and

iically skillful TreaTmenT of The dream—and—dislllusion Theme. The

I cenTers on The decline of one George RomberT, popular auThor and

fig figure; buT because The evenTs are narraTed and inTerpreTed by

ie's young nephew, if is really Two inTerwoven sTories. FirsT, if is

‘Tory of Uncle George The romanTic dreamer,'”whose life sTopped aT

y-one one nighT in OcTober aT sixTeen minuTes afTer Ten.'"'9 lT is

The sTory of his nephew, who comes To undersTand The meaning of

ncle's failure.

His curiosiTy aroused by lisTening To family conversaTions,

ephew iniTially forms an impression of his uncle as a romanTic

higmaTic figure:

Jncle George was a Romeo and a misogamisT, a combinaTion

>f Byron, Don Juan and Bernard Shaw, wiTh a Touch of

lavelock Ellis for good measure . . . AT one Time he

ias The Thomas Hardy of America and.he was several

'imes heralded as The Balzac of his cenTury. He was

rccused of having The greaT American novel in his coaT

ockeT, Trying To peddle iT from publisher To publisher.20

lrsT encounTering George, The young man perceives ThaT his uncle's

ism "was noT dependenT so much upon a vivid personaliTy buT on a

of perfechy arTificial menTal Tricks, his gesTures, The peculiar
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ge of his speaking voice, The suddenness and Terseness of his remarks."

awhaT disappoinTed and disillusioned, The nephew probes more deeply

3 his uncle's background and finds ThaT The reason George's life

)ped aT TwenTy—one was a broken love affair. Drunk and depressed

nighT, George Tells him of his unconTrollable aTTracTion for

3 Fulham:

All The Time I was idealizing her . . . I was perfechy

conscious ThaT she was abouT The faulTiesT girl l'd ever

met . . . Each faulT was kniT up wiTh a sorT of passion-

aTe energy ThaT Transcended iT. Her selfishness made her

play The game harder, her lack of conTrol puT me raTher

in awe of her and her conceiT was puncTuaTed by such

delicious momenTs of remorse and self—denunciaTion

ThaT iT was almosT—-dear To me-—. . . . She had The

sTrongesT effecT on me. She made me wanT To do every—

Thing for her, To geT someThing To show her. Every

honor in college Took on The semblance of a presenTable

Trophy. 2

96 proceeds To Tell his nephew of The jealous and drunken rage

h ineviTably ruined The affair and of his laTer feeling of loss and

rse. He explains ThaT his whole life since The "minuTe he sTopped

jg" has been dedicaTed To winning back The hand of his losT love.

FascinaTed by his uncle's single—minded dedicaTion To This

The nephew is surprised To learn ThaT only laTely, many years

The breakup of Their romance, George and The now-divorced Myra

nce again seeing each oTher. Upon meeTing Myra for The firsT Time,

oung man is duly impressed wiTh her "inTense physical magneTism

mosT expressible mouTh." "IT was," he says "a mouTh To be

en Tq . . . lT conTained The emoTions of a drama, and The hisTory,

ume, of an epic. [T was, as near as I could faThom, The eTernal

."22 BuT afTer spending some Time in Their company and wiTnessing

lenT quarrel beTween Myra and his uncle, he finds Their romanTic

l beginning To wane:
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The sTory oughT To end here. My uncle should remain wiTh

Marc AnTony and DemusseT as a raTher Tragic semi-genius,

ruined by a woman. UnforTunaTely The play conTinues inTo

an inarTisTic sixTh acT where iT Topples over and descends

like Uncle George himself To one of his more inebriaTed

STaTes, conTrary To all The rules of dramaTic liTeraTure.

ling gained some emoTional disTance from his uncle, The young nephew

able To undersTand and relaTe The sad paradox of George's siTuaTion:

One monTh afTerward Uncle George and Mrs. Fulham eloped

in The mosT childish and romanTic manner The nighT before

her marriage To The honorable Howard Bixby was To have

Taken place. Uncle George never drank again, nor did he

ever wriTe or in facT do anyThing excepT play a middling

amounT of golf and geT comforTably bored wiTh his wife. 4

Through his narraTor, Fingerald implies ThaT, in gaining his

am and simulTaneously wiping ouT The sTigma of his pasT, George's

ST has ended. Because he marries Myra Fulham, The "golden girl" of

dreams, George can no longer romanTicize her; he has won The Trophy,

prize he has so ardenle and Tenaciously soughT. Having achieved

goal, all compulsion To wriTe and creaTe, To sTrive and To dream,

Jone.

l FirsT wriTing of This paradox in "The DebuTanTe" and "Babes in

Woods," Fingerald in "The Pierian Springs" deepens The complexiTy

he dream-and-disillusion Theme as well as renders iT more skillfully.

ealing wiTh dream-and-disillusion as iT relaTes To The pursuiT of The

den girl," This sTory foreshadows The DexTer Green-Judy Jones

nce in "WinTer Dreams," The similar "George O'Kelley-Jonquil affair

The Sensible Thing," and finally The more complex Gasty-Daisy

ionship in The GreaT GaTSby.25 Moreover, in employing The more

hed and objecTive nephew as a narraTor-agenT To Tell and inTerpreT

Tory of George RomberT's romanTic quesT for Myra Fulham, Fingerald
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lr The firsT Time separaTes and balances The "spoiled priesT"—-"romanTic

rung man" dualiTy and furTher foreshadows The GreaT Gasty.26

lV

in TreaTing dream-and-disillusion in several varying conTesz

d siTuaTions in his apprenTice work, Fingerald reveals his early pre—

cupaTion wiTh This sTill—emerging Theme. in his youThful flcTion The

3am is reflecTed in Fingerald's day—dream fanTasies and wish pro-

:Tions of heroism on The fooTball field and bravery in baTTIe. From

a Time he wriTes ”The Ordeal" in l9l5 Through "The Pierian Springs"

l The "LasT STraw" in l9l7, These fanTasies deepen info a more

iplex and dualisTic preoccupaTion wiTh dream—and-disillusion as

llecTed in Fingerald's own experiences, boTh real and imagined.

his apprenTice flcTion Fingerald wriTes of his ambivalence Toward

own religion, his college educaTion, youThful romance, sex, and

ally marriage. And if in These works he arrives aT no concreTe

oluTions nor offers any Tangible soluTions, Fingerald's earliesT

Tion provides valuable insighTs inTo his developing ThoughT and arT.
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III THIS SIDE OF PARADISE

Having skeTched ouT The dream-and-dlsillusion idea in his

pprenTice flcTion, Fszgerald expands iT in This Side of Paradise.

gain, he draws fully and freely on his own experiences and sensibiliTies;

escriblng Fingerald, Malcolm Cowley could jusT as well be speaking of

we novel's proTagonisT, Amory Blaine:

He lived harder Than mosT people have ever lived and

acTed ouT his dreams wiTh an exTraordinary inTensiTy of

emoTion. The dreams Themselves were noT unusual; in The

beginning, They were dreams of becoming a fooTbalI sTar

and a big man in college, of being a hero on The baTTIe-

field, of winning Through To financial success and of

geTTing The Top girl; They were The commonplace aspira—

Tions shared by almosT all The young men of his Time and

social class.

wriTing of Amory's youThful dreams and illusions, Fingerald endows

m wiTh surprising forcefulness and vlTaliTy; buT in Tracing and

failing Amory's growTh and developmenT, Fingerald is also concerned

Th The ineviTable disillusion which lies aT The core of Amory's dreams.

adually In This novel, Fingerald sTrips away his proTagonisT's

lusions and poses unTil, finally aT The end, a disillusioned and

ldened Amory is confronTed wiTh his "fundamenTal" self.

As Amory grows and develops, Fingerald sTresses his

livalence, his dual response To life. Co—exisTing wiTh sTrong

Idencies Toward sensualiTy and maTerlalism in Amory is an equally

pelling sense of resTrainT and conTrol which, in Times of sTress,

Tends To fall back on. IT is This dualiTy (The "spoiled-priesT"—-

42
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romanTic young man" dichoTomy) wiThin him which consTanle confuses

mory and Tears aT The fabric of his experience. As his confldanTe and

onfessor, Monsignor Darcy laTer Tells him:

'. . . iT's The fear ThaT whaT you begin you can'T sTop; you

would run amuck . . . iT's ThaT half-miraculous sixTh

sense by which you deTecT evil, iT's The half—realized fear

of God in your hearT.’

1d iT is Amory's consTanT sTruggle To come To grips wiTh The problem

f evil which becomes The novel's ThemaTic cenTer.

In The course of The novel Amory does noT resolve This

JndamenTal conflicT wiThin himself so much as he learns ThaT he musT

've wiTh iTs Tensions. Forced in The end To confronT The loss of his

apes, dreams and illusions, Amory is able To recognize ThaT despiTe

ie cerTainTy of disillusion and defeaT he musT go on and, in The words

Monsignor Darcy, learn To do "The nexT Thing."

In enTiTling The novel's Two books "The RomanTic EgoisT"

d "The EducaTion of a Personage," Fingerald clearly wishes To poinT

These Two Tendencies wiThin Amory as he grows from laTe adolescence

young manhood. As Monsignor Darcy says To him:

A personaliTy is whaT you ThoughT you were. . . . Personalify

is a physical maTTer almosT enTirely. . . BuT while a

personaliTy is acTive, iT almosT always overrides 'The nexT

Thing.‘ Now a personage, on The oTher hand, gaThers. He

is never ThoughT of aparT from whaT he's done. He's a bar

on which a Thousand Things have been hung--gIITTering

Things someTimes, as ours are, buT he uses Those Things

wiTh a cold menTaliTy back of Them.‘

The "RomanTic EgolsT," Fingerald Traces Amory's career aT PrinceTon

n The Time he enTers unTil his educaTion is inTerrupTed by World War
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One. IniTIally, Amory's dreams and ambiTions are bound up wiTh his

weed for success, populariTy, and leadership. He seeks his goals firsT

in aThleTics, which he noTes are ”The TouchsTone of power and populariTy

aT school."4 AfTer discovering painfully ThaT he is simply noT an

>uTsTanding aThleTe, Amory nexT Turns To campus social acTiviTies

'n hopes of finding The recogniTion he seeks. "For four years . . . The

aesT of Amory's inTellecT" FingeraId wriTes, "was concenTraTed on maTTers

if populariTy, The inTricacies of a universiTy social sysTem and American

ocIeTy as presenTed by Bileore Teas and HoT Springs golf links."5

alking laTer To his friend Kerry Reardon, Amory admiTs: "'Oh, iT isn'T

haT I mind The inTTering casTe sysTem, . . . I like having a bunch of

oT caTs on Top, buT gosh Kerry, I've goT To be one of Them.'"6

nory's pride is also The source of his viTaIiTy and in Turn his abiliTy

3 wonder and To dream, To Imagine himself as a dashing, heroic, romanTic

igure. " . . . before he fell asleep he would dream one of his favoriTe

>manTic dreams, The one abouT becoming a greaT halfback, or The one abouT

ie Japanese invasion, when he was rewarded by being made The youngesT

ineral in The world."7 WhaT is also significanT abouT Amory‘s

pacify To dream is ThaT "iT was always The becoming he dreamed of,

ver The being. This Too was quiTe characTerisTic of Amory."8

In The firsT parT of Book I, Amory sTruggles To capTure

5 dream of campus success. AccepTed by The Top fraTerniTy, he is

knowledged and respecTed by iTs leader, Dick Humbird, who seems To

Dry To be "The eTernal example of whaT The upper—class Tries To be."9

addiTion, he courTs and wins The glamorous Isabelle Borge, The "Top

‘I." If Humbird represenTs The leadership and recogniTion Amory

eks, success wiTh Isabelle brings him To "The high poinT of his vaniTy,

cresT of his young egoTism."'O
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Having realized his dream of campus success and noTorieTy,

nory finds if a hollow Triumph. Amory "had conformed, he had succeeded,

JT as his imaginaTion was neiTher saTisfied nor grasped by his own

Jccess, he had IisTlesst, half-accidenTally chucked The whole Thing

."I' AfTer Humbird's deaTh in an auTomobile accidenT, Amory finds

imself rudely confronTed wiTh The grim realiTy of The senseless Tragedy.

\ll ThaT remained of The charm and personaliTy of The Dick Humbird he

ad known—-oh, if was all so horrible and unarisTocracTic and close To

he earTh."l2 Humbird's deaTh coupled wiTh The subsequenT loss of

:abelle (for whom he discovers "he had noT an ounce of real affechon

. ")l3 forces Amory To The recogniTion ThaT once again he musT

irn To new aspiraTions and goals: " . . . wiTh The defecTion of

abelle" Fingerald wriTes, "The idea of undergraduaTe success had

osened iTs grasp on his imaginaTion, "

No longer wishing "To pass as many boys as possible and

T To The vague Top of The world," Amory finds himself concenTraTlng

developing his newly awakened inTellecTual and splrlTual poTenTialiTies.

Tverslng wiTh Burne Holiday, Amory Tells him: "'I've jusT discovered

3T I've goT a mind, and I'm sTarTing To read.”‘4 Amory's new

‘ecTion is reflecTed in his iniTial awe of Burne:

The inTense power Amory felT for Burne Holiday differed

from The admiraTion he had for Humbird. This Time iT began

as a purely menTal inTeresT. WiTh oTher men . . . he had

been aTTracTed firsT by Their personaliTies, and in Burne

he missed ThaT immediaTe magneTism To which he usually

swore allegiance . . . Amory was sTruck by Burne's inTense

earnesTness . . . and by The greaT enThuslasm ThaT sTruck

dead chords in his hearT. Burne sTood vaguely for a land

Amory hoped he was drifTing Toward--and IT was almosT

Time ThaT land was in sighT. '5
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friendship wiTh Burne symbolizes Amory's menTal and inTellecTual

wTh, his relaTionship wiTh The eThereaI Clara Page marks The shifT

m The youThful and superficial "love game" he had played wiTh

belle To a purely spiriTual love relaTionship. Clara, he Thinks is

emorial . . . Her goodness was far above The prosy morals of The

band seeker, aparT from The full liTeraTure of female virTue-"l6

ugh his conTacT wiTh Monsignor Darcy, Burne, and Clara, The "romanTic

isT" has gained a sensiTiviTy and reverence for knowledge, learning,

TradiTion.

JusT as he is forced To shed his dream of populariTy and

pership, however, Amory finds ThaT he musT ulTimaTely rejecT his

caTion as irrelevanT and compleTer unrelaTed To presenT-day

IiTies. For as CIinTon S. Burhans wriTes, in The face of an impending

Id War, Amory recognizes "ThaT PrinceTon is calmly educaTing him

a nineTeenTh-cenfury world manifesle Tearing iTself To pieces

The worsT war in hisTory."I7 Cherishing his college days, Amory

ws Too ThaT he is leaving behind"more Than This class; iT's The

le heriTage of youTh. We're jusT one generaTion--we're breaking

The links ThaT seemed To bind us here To Top—booTed and high-

ckinged generaTions.'"I8

AlThough he is more chasTened and serious—minded by The

pe of Book I, whaT has characTerized Amory ThroughouT his Princefon

h is The relaTive ease wiTh which he could realize his youThful

Is and dreams. AT This sTage of his educaTion he is Trying on

ious youThful poses and roles. And because he is sTill young There

lways The cerTainTy of anoTher girl To romance, and anoTher goal

Trive for. Experience in The war, however, shakes Amory's
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confidence and changes his perspecTive. WriTing To his friend

Tom D'Invilllers, he says, ”'The war insfead of making me orThodox,

which seems To be The currenT reacTion, has made me a passionaTe

agnosTic.'"I9 The world Amory reTurns To Is fragmenTed, disillusioned

and confused. Consequenle in response To a changing world, Amory's

goals, aspiraTions, and values become more complex and elusive. As

Monsignor Darcy Tells him:

'This is The end of one Thing; for beTTer or for

worse you will never be quiTe The same Amory Blaine

ThaT I knew, never again will we meeT as we have meT,

because your generaTion is growing hard, harder Than

mine ever grew, nourished as They were on The sTuff

of The nineTies.'

As Book II opens, Amory reTurns from The war wiTh "'a horror

of geTTing faT or falling in love and growing domesTic,'"2' yeT This

is largely whaT happens To him. AfTer meeTing and romancing Rosalind

Sonnage, Amory finds ThaT he loves her "as he would never love anoTher

living person."22 Dazzled by her beauTy, he convinces himself ThaT

he musT marry her. BuT wanTing romance and exciTemenT, noT domesTiciTy,

frighTened Rosalind Tells him: "'I can'T, Amory. l can'T be shuT

way from The Trees and flowers, cooped up in a narrow liTTle flaT,

aiTlng for you.'"23 EmoTionally shaTTered by The loss of Rosalind,

mory Temporarily loses conTrol; buT afTer an epic binge, he gradually

akes hold of himself and begins To consider who he is and where he fiTs.

This is The beginning of Amory's TransiTion from "romanTic

oisT" To "personage;" for unTil he loses Rosalind, Amory has never

Bally experienced deep sadness, nor has he had To sTruggle back from

eal disillusion. In The pasT when his youThful dreams have prOVed To
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be eiTher unseTTling or disappoinTing, Amory has been able To sTrike

anoTher pose, creaTe a new dream. BuT as Burhans poinTs ouT, These

earlier dreams "are all egoTisTic and whaT Monsignor Darcy Terms his

personaliTy."24 Now, as Amory sTruggles back from his firsT serious

defeaT, he begins gradually To casT aside his remaining illusions and

poses; and This new direcTion is dramafized in his relaTionship wiTh

Eleanor Savage.

WiTh Eleanor (clearly an exTension and deepening of Eleanor

Marbrooke in "SenTimenT and The Use of Rouge”), Amory experiences his

firsT maTure sexual encounTer. The mysTerious, sensuous, Eleanor

forces him inTo confronTaTion wiTh his sensualiTy, ThaT parT of his

dual naTure which he has been unable eiTher To conTrol or To under—

sTand. Because he views sex as having "Too many associaTions wiTh

license and indulgence"25 and discord, Amory has consisTenTIy backed

away from or feared his own sensuous impulses. "Inseparably linked wiTh

evil was beauTy—-beauTy, sTill a consTanle rising TumuIT; . . .Amory

knew ThaT every Time he had reached Toward iTs Iongingly iT leered ouT aT

him wiTh The groTesque face of evil.”26 Worshipping beauTy in women and

prawn To sex, Amory is deeply disTurbed by his own impulses. He views

hhese Tendencies in himself as indicaTions of his lack of discipline and

hesTrainT. As Burhans suggesTs, if is Amory's deepesT fear ThaT ”wiThouT

hnforming goals and moral resTrainTs, his desires and passions, his feelings

nd emoTions, his imaginaTion and inTellecT could run ouT of conTrol in

several direcTions and desTroy him and Those he influences."27

In his affair wiTh Eleanor Savage, however, Amory is forced

To confronT his passions and desires. Previously in his relaTionships

wiTh women, Amory idealized Them as pure, almosT sacred; and upon meeTing
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Eleanor, Amory characTerisTlcally romanTicizes and ldealizes her beauTy;

"Oh, she was magnificenT--pale skin, The color of marble in sTarlighT,

slender brows, and eyes ThaT gliTTered green as emeralds in The blinding

28

glare." In his brief buT inTense affair wiTh Eleanor, however, Amory

learns ThaT "'sex is righT in The middle of our puresT absTracTions,

so close ThaT iT obscures vision . '"29

ThroughouT The novel much of Amory's confusion sTems from an

inabiliTy To confronT The problem of evil, which for him "has solidified

Info The problem of sex."30 Prior To his affair wfih Eleanor, each

Time he is in an obvious sexual siTuaTion, someThing occurs which

eiTher inhibiTs or frighTens him. For example, when, early in The

book, he kisses Myra for The firsT Time he is seized by "Sudden revulsion

. disgusT, loaThing for The whole incidenT. He desired franTicalIy

To be away, never To see Myra again, never To kiss anyone: . . . he

wanTed To creep ouT of his body and hide somewhere safe ouT of sighT, up

In The corner of his mlnd."3' Years laTer, in Axia's aparTmenT, jusT

before he is abouT To engage in sex wiTh one of The chorus girls, Amory

sees a mysTerious Devil-like figure and flees The scene in Terror.

And once more, afTer consummaTing his affair wiTh Eleanor, The figure

appears To him, This Time as a face leering ouT aT Them from The clover.

GTanding his ground for The firsT Time, Amory finds ThaT some deep

onfusion inside him has broken up. He has,

. losT a furTher parT of him ThaT noThing could

resTore; and when he IosT iT he IosT also The power

of regreTTing IT. Eleanor was, say, The lasT Time

ThaT evil crepT close To Amory under The mask of beauTy,

The lasT weird mysTery ThaT held him wiTh wild fascinaflon

and pounded his soul To flakes.32
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Recognizing evil noT as someThlng inherenT in beauTy or sex,

T as a lack of moral resTrainT wiThin himself, Amory is now prepared To

"The nexT Thing." In The very nexT scene——ln The hoTel room in

lanTic ClTy—-Amory handles The siTuaTion wiTh surprising composure

j self-possession. By proTecTing Alec Connage and his girl raTher

an himself, Amory feels "a sudden surge of joy and Then like a face

a moTion picTure The aura over The bed faded out . .'53 Because

ll comes To him This Time unmasked, Amory recognizes ThaT he musT

:rifice himself in order To help a friend. Having found The con-

dence and poise wiThin himself which allows him To subdue his own

omanTic egoism," Amory's "supercllious sacrifice" marks an imporTanT

ep in his TransiTion from "personaliTy" To"personage."

Having recognized and confronTed deep dualiTy wiThin himself,

is now lefT for Amory To sTrlp away his remaining illusions and poses

fore he is able To gain any True insighT and perspecTive. The firsT

lusion he is forced To parT wiTh is his dream of Rosalind. Upon

ading The announcemenT of Rosalind's engagemenT he realizes:

She was gone, deflniTely, finally gone. UnTll now he

had half unconsciously cherished The hope deep in his hearT

ThaT some day she would need him and send for him and cry

ThaT iT had been a misTake, ThaT her hearT ached only for

The pain she had caused him. Never again could he find

even The sombre luxury of wanTing her-— . . . Amory had

wanTed her youTh, The fresh radiance of her mind and body,

The sTuff she was selling now once and for all. So far

as he was concerned, young Rosalind was dead.34

ore he has even had sufficienT Time To recover from This emoTional

, Amory receives news of Monseignor Darcy's deaTh. His spiriTuaI

or and confessor gone, Amory, "in The pageanTry of his disillusion,"

iudes ThaT "There were no more wise men; There were no more heroes;

e Holliday was sunk from sighT . . . Monsignor was dead." He "had
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grown up To a Thousand books, a Thousand lies; he had IisTened eagerly

To people who preTended To know, who knew noThing."35 RejecTing his

former heroes, "The Byrons and The Brookes who had defied life from

mounTain Tops" as "in The end buT flaneurs and poseurs, aT besT

misTaklng The shadow of courage for The subsTance of wisdom," and

"repelled by The discrepancies and conTradlchons" of leaders, men

like "Bernard Shaw, Bernhardi, Bonar Law and BeThmann-Hollweg .

Amory can no longer malnTain "faiTh in help from oThers." Having

concluded ThaT slavish belief in The TeneTs of wise men, heroes,

"PropheTs, MarTyrs, SalnTs, ScienTisTs, Don Juans, JesuiTs, PuriTans,

FausTs, PoeTs, PacifisTs who saw "The glory of life and The Tremendous

significance of man . . . " is buT a fanTasy and delusion;56 Amory

finds Too ThaT his former worship of beauTy in women was anoTher false

ideal. "Isabelle, Clara, Rosalind and Eleanor," he ThoughT "were all

removed by Their very beauTy, around which men had swarmed, from The

possibiliTy of conTribuTing anyThing buT a sick hearT and a page of

puzzled words To wriTe."37Alone, and finally sTripped of his old

dreams and Illusions, Amory "began for The firsT Time in his life To

have a sTrong disTrusT of all generaliTies and epigrams.. . . Life was

a damned muddle . . . a fooTball game wiTh everyone and The referee

goTTen rid of.. . . In self—reproach and loneliness and disillusion

he came To The enTrance of The IabyrinTh."38

AT The poinT of deepesT disillusion, while aTTending

Monsignor Darcy's funeral, Amory suddenly finds himself overwhelmed

by a sTrange feeling of confidence and securiTy:
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Of Amory's aTTempTed sacrifice had been born merely

The full reallzaTion of his disillusion, buT of

Monsignor's funeral was born The romanTic self who was

To enTer The labyrlnTh wiTh him. He found someThlng

ThaT he had wanTed, had always wanTed and always would

wanT--noT To be admired, as he had feared; noT To be

loved, as he had made himself believe; buT To be

necessary To people, To be Indispensable; . . . Amory

felT an immense desire To give people a sense of

securiTy. 39

In rejecTing his old goals and heroes, his "romanTic egoTIsm," Amory

discovers ThaT "IT is noT life ThaT's complicaTed, iT's The sTruggle To

guide and conTrol life."40 In a final momenT of illuminaTlon, Amory

exclaims, "'IT is by somehow Transcending raTher Than by avoiding ThaT

selfishness ThaT I can bring poise and balance lnTo my life.'"4'

Paradoxically, In The process of gradually accepTlng his

disillusion and The loss of his old dreams, Amory's sTrongesT TraiT,

Tis old capaciTy To dream is once again reborn. "'One Thing I know,‘"

me says. "'lf living isn'T a seeking for a grail iT may be a damned

amusing game.'"42 The new Amory who emerges from The labyrinTh,

'. . . felT ThaT he was leaving behind him his chance of being a

:erTain Type of arTisT. IT seemed so much more imporTanT To become a

:erTain sorT of man."43 By The novel's compleTion, Amory has resolved

haT:

WhaTever his medium should be, he knew he was safe now,

free from all hysTeria--he could accepT whaT was un-

accepTable, roam, grow, rebel, sleep deep . . . The

wafers of disillusion had lefT a deposIT on his soul,

responsibiIiTy and a love of life, The falnT old

sTirring of ambITlons and unrealized dreams.

In This Side of Paradise, Fszgerald depicTs Amory Blaine's 

~owTh and developmenT from "romanTic egoIsT" To whaT he labels,

>ersonage." AT The same Time he deepens The dream-and—disillusion

lea To an emerging cenTral ThemaTic concern. In addiTion, In
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cenTerlng on Amory's confronTaTion wiTh The problem of evil as if is

linked To sex and beauTy, Fszgerald successfully dramalees Amory's

(and his own) dual Tendencies Toward, beauTy, maTeriallsm and self—

Indulgence on The one hand, and balance, poise, and conTrol on The

oTher.

 





 

IV EARLY SUCCESS AND "A TOUCH OF DISASTER"

The years l920—I92l mark a shifT in Fingerald's wriTing from  
The largely experimenTal apprenTice flcTion To a more serious and concen—

TraTed commiTmenT To his arT. WiTh The publicaTion of This Side of

Paradise in l920, his ThoughT and arT Take definiTe shape and direcTion,

especially in his TransformaTion of dream-and—disillusion from a loosely

worked—ouT moTif To a cenTral ThemaTic concern. Many of The sTories

FIngerald wroTe beTween Ibis Side of Paradise (I920) and Ih§_BeauTiful

and Damned (I922), reflecT a profound concern wiTh sadness and dis-

illusion, ThaT qualify in his work which Fingerald himself refers To

as "a Touch of disasTer." Growing ouT of Fingerald's own fear ThaT

The passing of his youTh would sTrip him of his viTaIiTy, energy, and

:ommiTmenT To his dreams, several of These sTories are cenTered on

:haracTers who suffer deep disillusion and are ulTimaTely forced To

live up Their youThful hopes and dreams. And if is This erosion of

TpiriT and loss of viTaIiTy (laTer called by Fingerald "emoTional

ankrupTcy") which develops as The dominanT idea in his laTer work.

Of The nineTeen sTories Fingerald wroTe beTween l920 and I92l,

The Ice Palace" and "May Day" are wiThouT quesTion The mosT effecTive.

uT because Fingerald always wroTe of ideas and emoTions which were

lose To him, his exploraTion of dream-and-disillusionis noT confined

wly To his beTTer sTories and novels. Much of his so-called "second—

aTe" ficTion—-sTories like "The Offshore PiraTe," "The CuT-Glass Bowl,"

The Lees of Happiness" and "His RusseT WiTch" e—reveal, Though wiTh

54
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somewhaT less polish, care, and skill, The same fear of disillusion and

loss of dreams which he dramaTizes in his besT work.

II

A good deal of "The Offshore PiraTe" (l920) is a parody of The

sTandard, slick, romance ficTion ThaT Fingerald was To wriTe Throughouf

his career. The sTory concerns Toby Moreland, dashing young romanTic

hero, who kidnaps and wins The hearT of The rich and beauTiful "golden

girl," ArdiTa Farnam. AT one poinT, however, FIngerald, abrupTIy breaks

info The sTory:

... This is noT The sTory of Two on an island, nor

concerned primarily wiTh love bred of isolaTion. IT is

merely The presenTaTion of Two personaliTies, and iTs

idyllic seTTing among The palms of The Gulf STream is

quiTe incidenTal. MosT of us are conTenT To exisT and

breed and fighT for The righT To do boTh, and The

dominanT idea, The foredoomed aTTempT To conTrol one's

desTiny, is reserved for The forTunaTe or unforTunaTe

few. To me The inTeresTing Thing abouT ArdiTa is The

courage which will Tarnish wiTh her beauTy and youTh.

Though This is a raTher heavy-handed inTrusion, Fingerald wishes To

remind The reader and perhaps himself ThaT, alThough The sTory of Toby

and ArdiTa may read like a fairy-Tale, They will noT, afTer all, live

happily ever afTer. They will age, and Fingerald knows ThaT aging will

Tarnish Arlea's physical beauTy and diminish Toby's heroic dreams.

Published one week afTer "The Offshore PiraTe," "The CUT—Glass

Bowl" explores This idea wiTh much more incisiveness and depTh. AT The

very ouTseT of The sTory in which he depicTs The personal Tragedy of

Evelyn Piper, Fingerald inTroduces Evelyn as a once proud, alluring, and

beauTiful young woman, who aT ThirTy—five, finds herself In an

advanced sTaTe of physical and spiriTuaI decline:
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Concerning Mrs. Harold Piper aT ThirTy—five, opinion was

divided——women said she was sTill handsome; men said she

was preTTy no longer. And This was probably because The

qualiTies in her beauTy ThaT women had feared and men had

followed had vanished. Her eyes were sTill as large and

sad, buT The mysTery had deparTed; Their sadness was no

longer eTernal, only human . . . Back in The days when

she revelled in her own beauTy Evelyn had enjoyed ThaT

smile of hers-—she had accenTuaTed iT. When she sTopped

accenTuaTing iT, iT faded ouT and The lasT of her

mysTery wiTh iT.

AToning for an affair she had had several years before, Evelyn

aTTemst To reviTalize her marriage only To find, To her asTonishmenT,

ThaT "There simply wasn'T anyThing lefT. She mighT have been youTh

and love for boTh—-buT ThaT Time of silence had slowly dried up The

springs of affecTion and her own desire To drink again of Them was dead."3

:rom This poinT on Evelyn's life is a series of unending disappoinTmenTs

and misforTunes, and ulTimaTely, Tragedy. Her marriage a failure, her

youTh and beauTy a dim memory, she pausesone evening several years

laTer To reflecT on her golden pasT: " . . . wiTh a liTTle half yawn,

ialf-laugh, she remembered one long moonlighT affair of her youTh. IT

ias asTonishing To Think ThaT life had once been The sum of her currenT

ove-affairs. IT was now The sum of her currenT problems."4 These

Iroblems include The loss of her young daughTer's arm in an accidenT

nvolving The family's cuT-glass bowl and The recenT deaTh of her son

n combaT. Having viewed The sTrange-shaped bowl wiTh apprehension and

uspicion since her daughTer's Tragic accidenT iT enlarges and magnifies

n her ImaginaTion unTil iT becomes an almosT Tangible and overwhelming

orce,

'You see I am faTe,' iT shouTed, 'and sTronger Than

your puny plans, and I am how—Things-TurneouT and I

am differenT from your liTTle dreams, and I am The

flighT of Time and The end of beauTy and unfulfilled
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desire; all The accidenTs and ImpercepTions and The

liTTle minuTes ThaT shape The crucial hours are mine.

I am The excepTion ThaT proves no rules, The limiTs

of your conTrol, The condimenT in The dish of life.'5

In The somewhaT labored final scene, Evelyn is accidenTaIly killed when

Trying To discard The seemingly indasTrucTible agenT of disasTer.

For Fingerald, Then, The bowl clearly symbolizes Evelyn Piper's

loss of youTh and her decline inTo "emoTional bankrupTcy." AlThough his

)ver—reliance on symbolism is someTimes clumsy and lnTrusive, "The CuT—

Slass Bowl" is The firsT sTory in which disillusion, loss of will, and

Jersonal Tragedy emerge boTh as unrelenTing, undeniable, and dominanT

forces and also as The cenTral Theme of The sTory.

In "The Lees of Happiness," (l920) Fingerald TreaTs This Theme

In a more sombre, subdued manner. The sTory cenTers on a young acTress's

lecline inTo "emoTional bankrupTcy." Originally Roxanne's youThful

iarriage To The successful wriTer Jeffery CurTain was a love maTch.

'He was sufficienle spoiled To be charming; she was ingenuous enough

’0 be irresisTible. Like Two floaTing logs, They meT in a head—on rush,

aughT, and sped along TogeTher."6 BuT beneaTh The surface of This

dyllic marriage, Fingerald wriTes of impending disasTer. Jeffery

could noT have puT a quirk inTo one of his sTories weirder Than The one

haT came inTo his own life."7 Similarly, if Roxanne had "played Three

ozen parTs and filled five Thousand houses she could never have had

role wiTh more happiness and more despair Than were in The faTe pre-

ared for [her] .'8 'Their dream world is abrupTIy shaTTered when,

fTer several sTrange and uncharacTerisTically irraTional ouTbreaks,

A blood cloT The size of a marble had broken in his brain."9 The

:cidenT leaves Jeffery a hopeless invalid and Roxanne The burden of

firing for him unTil he dies.
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Roxanne is joined in her suffering by The CurTain's muTual

friend, Harry Cromwell, who, having recenle separaTed from his wife,

confides his misery To her. BeTween The Two There develops a sTrange

bond of muTual suffering. "Roxanne found his sympaThy welcome-—There

was some qualiTy of suffering in The man, some inherenT piTifulness

ThaT made her comforTabIe when he was near."IO Their familiariTy wiTh

one anoTher's sadness produces a desTrucTive form of muTuaI piTy. WiTh

Tarry To comforT her, Roxanne wiThdraws more deeply inTo memories of

her happy pasT wiTh Jeffery. Shielding herself from The realiTy of

Jeffery's moribund condiTion, Roxanne's exisTence becomes a living

sacrifice.

Even Jeffery's seemingly merciful deaTh cannoT free Roxanne

from her self-imposed burden. lnsTead of relief from her pain and

Suffering, his deaTh creaTes a void in her daily exisTence. "She missed

waving To care for him . . . missed her rush To Town . . . missed The

:ooking for Two . . . The preparaTion of delicaTe liquid food for him."ll

faving formed a deep and IasTing aTTachmenT To her dead pasT, Roxanne's

iervenT desire is "To meeT Jeff again” To go back in spiriT

To ThaT wonderful year, ThaT inTense, passionaTe absorpTion and compan—

'onship, . . . "'2

Following Jeffery's deaTh and The final breakup of his marriage,

larry reTurns wiTh The vague hope of making some sorT of fuTure for

bxanne and himself. Experiencing a brief momenT of Tenderness, boTh

iuickly recoil from commiTmenT. In reTreaTing from each oTher, They

IIIOW The momenT To pass, and wiTh iT all chance for fuTure happiness:

AfTer he lefT she would go in and lighT The gas and

close The shuTTers, and he would go down The paTh

and on To The village. To These Two life had come

quickly and gone, leaving noT biTTerness, buT piTy;

noT disillusion, buT only pain. There was already

enough moonlighT when They shook hands for each  
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oTher To see The gaThered kindness in The ofher's

eyes.

In "The Lees of Happiness," Fingerald poinTs noT only To The

sadness which is broughT on by life's disappoinTmenTs, buT also To The

deeper sense of empTiness and The loss of viTaIiTy which accompany

one's surrender of The impulse To dream. Having losT This capaciTy,

boTh Roxanne and Harry musT also forfeiT The hope of ever again invesTing

Their lives wiTh color, romance, and exciTemenT. By shielding Themselves

from suffering and disillusion, neiTher is able To open himself again

To life's romanTic possibiliTies. BoTh will remain closed, forever wiTh—

ouT dreams and forever wiThouT hope of release from despair.

Similarly, "His RusseT WiTch" (I92l), is The sTory of a man

who in his youTh idealizes a beauTiful young girl only To find ThaT

in The process of aging she, like him, has IosT her mysTerious radiance

and allure. CasT in The form of a fairy-Tale fanTasy, The sTory Traces

Merlin Granger's developmenT and decline from age TwenTy-five To sixTy-

five. On The surface, "His RusseT WiTch" seems To be only abouT a man

who grows old and sad because he longs for a lovely, young, mysTerious

beauTy whom he could never possess. BuT a closer look reveals once

again FIngerald's dualisTic concern wiTh dream—and-dislllusion, for

This is a sTory abouT whaT happens To romanTic love when a man's illusions

and fanTasies abouT The girl he loves are shaTTered.l4

To begin wiTh, The names "Merlin" and "ArThur" and The

aTmosphere of physical and spiriTual anTiquiTy ThroughouT The sTory,

all suggesT romance and magic—-The world of knighTs, quesTs, and holy

grails. BuT Merlin Granger is no knighT in shining armor, and his son

who sellsbonds on Wall STreeT is a dull, mechanical, fellow who passes
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Tis life "undisTinguished and unnoTiced." And if The Holy Grail here

is The love of The elusive and dazzling Lady Caroline, Then Merlin is

:erTainly unworThy of The quesT. Though he is enchanTed by her mass

>f russeT waves and The promise of kisses in her feaTures, his love is

>ne born only of illusion, forever promising realizaTion buT remaining

always unfulfilled.

STill, Merlin is The name noT of a knighT buT of a magician.

\nd if This Merlin possesses any magic if is his youTh, viTaIiTy, and

:apaciTy To dream and, mosT of all, his self—enchanTmenT by The vision

>f a lovely girl. IT is a vision which has The power To Transform his

lonely, sad world of dusTy books and meagre delicaTessen dinners inTo

)ne of romance and expecTaTion, one which in his imaginaTion someTimes

)ecomes "a perfecT orgy of merrimenT." Merlin spends his evenings

lreamily waTching The riTuaI in Caroline's aparTmenT jusT across The

:ourT from his room. AT a disTance, his firsT impression of her is ThaT

;he is somehow unreal, an enchanTed creaTure from anoTher world. "She

(as like a ghosT;. . . She sprang inTo life when The lighTs wenT ouT in

ier aparTmenT abouT six and she disappeared . . . "'5 Her mysTerious

exisTence casTs a spell on him and if is The breaking of The spell which

5 The cenTral focus in The sTory.

Tracing Merlin's growTh, FingeraId covers The Time from The

'mellow" musTy bindings of his booksTore youTh Through The "helpless

llee" of his iniTial face-To-face encounTer (where, pressing "The sofT-

iess of her hand," he Touches her for The firsT and lasT Time) To

lIS lisTless "decay" and "weariness" and final loss of illusions abouT

Iis fair Princess. For when Caroline enTers The shop again for The

LirsT Time in forTy years, Merlin sees "an old woman remarkably preserved,
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handsome, unusually erecT, buT sTill an old woman." '6 And despiTe The

facT ThaT her voice had " . . . a ring in iT ThaT sTill could and did

make chauffeurs wanT To drive laundry wagons and cause cigareTTes To

fall from The fingers of urbane grandsons,“l7 The old magic is no longer

There. As Merlin soberly reflecTs, "'I see now ThaT on a cerTain nighT

when you danced upon a Table—Top you were noThing buT my romanTic

yearning for a beauTiful and perverse woman.""8 Telling her in rage

and frusTraTion ThaT " . . . The spiriT wiThers wiTh The skin," Merlin

is forced To confronT The realiTy ThaT The "romanTic spiriT" which had

given "a zesT and glory" To his exisTence is forever losT To him:'9

He was an old man now indeed, so old ThaT if was impossible

for him To dream of ever having been young, so old ThaT The

glamour was gone ouT of The world passing now inTo The faces

of children and inTo The persisTenT comforTs of warmTh

and life, buT passing ouT of The range of sgghf and feeling

. . . He was Too old now even for memories.

AT The sTory's close, Merlin is only a small grain of a man, Truly old

because only The old have no dreams of youTh and romanTic love. He'd

"wasTed EarTh" by keeping Carolyn a dream, only a romanTic possibiliTy,

buT Fingerald suggesTs here and in oTher places, ThaT if is "earTh"

or life and love in The real world which Truly wasTes men and Their

dreams.

Though similar in mood and Tone To sTories like "The CUT-Glass

Bowl," and "The Lees of Happiness," "May Day," (l920) is a much more

ambiTious and profound exploraTion of The disillusion and Tragedy which

accompanies broken dreams and losT hopes. SeT againsT The sTrange mix—

Ture of expecTaTion and hope, anxieTy and despair in This counTry
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following World War I, "May Day" is a compilaTion of several inTerTwining

Tales, all of which concern characTers who suffer misforTune or personal

ruin. Among The sTories which Fingerald relaTes are Those of Rose and

Key, The Two reTurning soldiers who, expecTing To be TreaTed as conquer-

ing heroes, insTead find Themselves virTually ignored; EdiTh Bradin, who,

unable To face up To The loss of her youThful romanTic dreams, wiThdraws

inTo memories of The pasT; and The cenTral characTer, Gordon STerreTT,

who, in The course of The sTory, declines spiriTually and emoTionally

unTil he becomes a suicide.

SeTTing The Tone for This drama of frusTraTed dreams and

ThwarTed expecTaTions, Fingerald's inTroducTion To "May Day" reflecTs

his deliberaTely ironic sTance. PorTraying The surface mood of elaTion

surrounding The reTurn of The conquering army in l9l9, as a conTrasT

To The examples of disillusion and despair which comprise The sTory,

Fingerald describes The army's TriumphanT reTurn To New York in vividly

myThic Terms:

There had been a war foughT and won and The greaT ciTy

of The conquering people was crossed wiTh Triumphal

arches and vivid wiTh Thrown flowers of whiTe, red, and

rose. All Through The long spring days The reTurning

soldiers marched up The chief highway behind The sTrump

of drums and The joyous, resonanT wind of The brasses,

. . . Never had There been such splendor in The greaT

ciTy, for The vicTorious war had broughT plenTy in

iTs Train . . . So gaily and noisily were The peace and

prosperiTy impending hymned by The scribes and poeTs

of The conquering people ThaT more and more spenders

had gaThered from The provinces To drink The wine of

exciTemenT, . . .ZI

The soldiers are "pure and brave, sound of TooTh and pink of cheek,"

and The adoring young women who Turn ouT To cheer Them are "virgins and

comely boTh of face and figure."22
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In The sTory which follows, however, Fingerald highlighTs

The misforTunes of several people, all of whom serve To reflecT, heighTen,

and illuminaTe The Tragedy of The main characTer, Gordon STerreTT.

MosT prominenT among The minor characTers are The Two unforTunaTe soldiers,

Rose and Key. These Two reTurning heroes supposedly "pure and brave,

sound of TooTh and pink of cheek," are in realiTy " . . . ugly and ill—

nourished, devoid of all excepT The very lowesT fonns of inTelligence,

and wiThouT even ThaT animal exuberance ThaT in iTself brings color

inTo life . . . "23 Their "combined finances were someThing less Than

five dollars," Fingerald wriTes, and Their "enTire menTal pabulum .

consisTed of an offended nasal commenT exTended Through The years upon

The insTlTuTion--army, business or poorhouse--which kepT Them alive,

and Toward Their immediaTe superior in ThaT insTiTuTion."24 Impressed

by The gliTTer and opulence of The greaT ciTy, These Two misfiTs find

only a harsh world which is coldly indifferenT To Them. AfTer The

I

glorious celebraTion, soldiers like Rose and Key, expecTing To be

TreaTed as conquering heroes, insTead are dismayed To find Themselves

"vermin-ridden, cold, and hungry in a dirTy Town of a sTrange land;

hey were poor, friendless; Tossed as drifTwood from Their birThs, They

ould be Tossed as drifTwood Till Their deaThs."25 Like Them,

All Through The crowd were men in uniform, sailors from

The greaT fleeT anchored in The Hudson, soldiers wiTh

divisional insignias . . . wanTing fearfully To be

noTiced, and finding The ciTy Thoroughly fed up wiTh

soldiers unless They were nicely massed inTo preTTy

formaTions and uncomforTable under The weighT of a

pack and rifle.

xpecTing Their share of The glory, These men find Themselves ouTcasTs,

oT heroes buT helpless and insignificanT vicTims. QuiTe naTuraIly,

hen, They find Their ouTleTs noT in noble gesTures nor graceful acTs,
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buT in drinking To drown Their disappoinTmenT and in The bruTaI and

sadisTic persecuTion of "dangerous radicals," like The socialisT

Henry Bradin.

If Rose and Key are ironic parodies of The brave young men "sound

of TooTh and pink of cheek," Then EdiTh Bradin, is The ironic personi-

ficaTion of Those young virgins, "comely boTh of face and figure."

"For all her beauTy," Fingerald wriTes, "EdiTh was a grave, slow—Thinking

girl . . . whose . . . line . . . was made up of The currenT expressions,

biTs of journalese and college slang sTrung TogeTher in an inTrinsic

whole, careless, fainle provocaTive, delicaTer senTimenTal."27 Finding

herself aT age TwenTy—Two bored and "a liTTle Tired" and wanTing To geT

married, EdiTh, upon arriving aT The Yale class—reunion dance, deTermines

To land her former beau, Gordon STerreTT:

. . . This dance, firsT of iTs kind since The war, was

reminding her, wiTh The acceleraTed rhyThm of iTs

associaTions of someThing else—~of anoTher dance and

anoTher man, a man for whom her feelings had been liTTle

more Than a sad-eyed, adolescenT mooniness. EdiTh

Bradin was falling in love wiTh her recollechon of

Gordon STerreTT.2

Dreaming of a dashing, suave, handsome Prince Charming, she finds insTead

I
ThaT Gordon is ”piTiful and wreTched, a liTTle drunk and miserably

Tired. ”2 Seeing ThaT The real Gordon does noT measure up To her

romanTic recollecTion of him "EdiTh was seized wiTh a new feeling——

unuTTerable horror."3O In her romanTic dreams, EdiTh had fancied ThaT

 

"There was a qualiTy of weakness in Gordon ThaT she wanTed To Take care

of; There was a helplessness in him ThaT she wanTed To proTecT. And

she wanTed someone she had known a long Time, someone who had loved

her a long while."3' Now, however, EdiTh realizes ThaT Gordon is noT
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ThaT man; and wanTing only To absTracT The warmTh, glow, and music of

romance, she wiThdraws info The comforTable, safe world of her romanTic

dreams. "Love is fragile--she was Thinking-—buT perhaps The pieces

are saved, The Things ThaT hovered on lips, ThaT mighT have been said.

The new love words, The Tendernesses learned, are Treasured up for The

nexT lover."32

ThaT The handsome, brave, conquering soldier does noT marry The

comely virgin of his dreams is even more harshly borne ouT in Fingerald's

depicTion of The sordid and emoTionally squalid exisTence of Gordon

STerreTT, who, only a few years before This class reunion, had been

one of The mosT popular, soughT-afTer, and respecTed men in his class

aT Yaleg By The Time The sTory opens Gordon has become whaT his highly

successful former friend and classmaTe, Phillip Dean,describes as

"bankrupT--morally as well as physically."33 Through a series of

misforTunes due in parT To his own poor judgemenT, Gordon has been

sTeadily deTerioraTing emoTionally and psychologically unTil, he has

been reduced To a groping, piTiful husk of a man. He has become involved

wiTh Jewel Hudson, a girl of quesTionable morals and breeding, and in

Trying To exTricaTe himself from The affair, he has been ThreaTened wiTh

blackmail by her. Falling in his aTTempT To borrow money from Dean,

who is in TOWn aTTending The class reunion, Gordon Then Tries To escape

his misery by going To The reunion. There he succeeds only in furTher

debasing himself; for, disheveled and drunk, he is rebuffed by EdiTh.

Dean's refusal To lend him money and EdiTh's snub sTrip him of

all remnanTs of hope. As he humbly, paTheTically admiTs To Dean, "'I'm

all in, I'm half-crazy, Phil. If I hadn'T known you were coming EasT,

I'd have killed myself.”34 All avenues of escape closed, In despair
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1d panic, he and Jewel go off on a drunken spree, and in The midsT of

n alcoholic haze, impulsively geT married. Awakening The nexT morning

3 find himself irrevocably Tied To Jewel and aware ThaT his hopes,

reams and aspiraTions are unalTerably crushed, Gordon puTs a bulleT

hrough his head.

AlThough "May Day" deals wiTh The misforTunes of many characTers,

ordon STerreTT is a cenTral figure in Fingerald's early ficTion. In

is failure To marshal The emoTional energy and spiriTuaI viTaIiTy To

ard off his misforTunes and ulTlmaTe dlsasTer, Gordon is The mosT fully-

eveloped reflecTion in This period of Fingerald's own personal fear of

emoTional bankrupTcy."

Also cenTering on The shaTTered hopes and The loss of The abiliTy To

ream of iTs main characTer, Sally Carrol Happer, "The Ice Palace" (I920)

s sTrucTurally and ThemaTically The mosT balancedshorT sTory ThaT

ingerald wroTe beTween This Side of Eaf§g1§§_and The Beautif and_

amned. Moreover, in Telling The sTory of This young girl's journey from

 

er naTive SouTh To The NorTh, FIngeraId underscores The exTremes of

thure exisTing wiThin The UniTed STaTes. Explaining his original

pncepTion of The sTory, Fingerald says:

I '... idea grew ouT of a conversaTion wiTh a girl in ST.

Paul . . . We were riding home from a moving picTure show

laTe one November nighT. 'Here comes The WinTer,' she said,

as a scaTTering of confeTTi-like snow blew along The sTreeT.

l ThoughT immediaTely of The WinTers I had known There,

Their bleakness and dreariness and seemingly endless

lengTh . . . AT The end of Two weeks I was in MonTgomery,

Alabama and, while ouT walking wiTh a girl I wandered inTo

a graveyard. She Told me I would never undersTand iT so

well ThaT I could puT iT down on paper. NexT day on my

way back To ST. Paul iT came To me ThaT IT was all one

sTory . . . '35

Using This conTrasT beTween NorTh and SouTh as a governing

rucTural principle, Fingerald is able To hold in balance The
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dream—and-disillusion idea, while aT The same Time deepening his

exploraTion of if.

Fingerald's SouTh in The sTory (represenTed by TareITon, Georgia,

Sally Carrol's home Town) is characTerized by ITs "ToleranT kindly

paTience."36

FarTher ouT were The lazy coTTon fields, where even The

workers seemed inTangible shadows lenT by The sun

To The earTh, noT for Toll, buT To wile away some age-

old TradiTion in The Golden SepTember fields. And round

This drowsy picTuresqueness, over The Trees and shacks and

muddy rivers, flowed The heaT, never hosTlIe, only

comforTing, like a greaT warm nourishing bosom for The

infanT earTh.

This is a land of dreams, insulaTed, comforfable a pasToraI world,

suspended in Time and space. In one respecT, because of her charm and

lazy dreams of romance, Sally Carrol fiTs like a jewel info This rich,

idyllic seTTing. Her favoriTe place is The cemeTery conTaining The

graves of ConfederaTe soldiers who died in The Civil War, graves which

are appropriaTe symbols for The romanTic and yeT faded values of The

old SouTh:

. dusTy—gray and mouldy for The fifTies, quainle carved

wiTh flowers and jars for The sevenTies; ornaTe and

hideous for The nineTies wiTh faT marble cherubs lying

in sodden sleep on sTone pillows, . . . buT over mosT of

The graves lay silence and wiThered leaves wiTh only

The fragrance ThaT Their own shadowy memories could

awaken In living minds.

While This dead SouTh and iTs values are charming and romanTic,

Fingerald knows ThaT iT is a dying culTure, an anTe—bellum socieTy fasT

becoming an anachronism in a rapidly changing, dynamic, age.

Surrounded by This TradiTion, Sally Carrol feels secure, proTecTed

and safe. The one grave in parTicular To which she is drawn is ThaT of The

dead SouThern belle, Margery Lee, who, Sally Carrol imagined,
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"'always were her hair wiTh a ribbon in iT, and gorgeous hoop skirTs of

alice blue and old rose . . . '" and who "'was The sorT of girl who was

born To sTand on a wide pillared porch and welcome folks In.'"39 AT

The same Time ThaT Sally Carrol idenTifies wiTh Margery Lee, she also

harbors secreT dreams of exciTemenT and romance. She becomes engaged

To Harry Bellemy, a visiTing NorTherner; and, feeling The need "'To go

places and see people,'" she Tells her friend Clark Darrow ThaT "'l wanT

my mind To grow. I wanT To live where Things happen on a big scale.'"4O

WanTing deeply To pursue This dream, Sally Carrol accest Harry's inviTaTIon

To visiT him in MInnesoTa.

Arriving during The annual winTer celebraTion, Sally Carrol is

iniTiaIly fascinaTed by The carnival—like aTmosphere and drawn To The

verve and energy, color and pageanTry, of her fiance's world. In

Time, however, she senses ThaT beneaTh The surface gaieTy The people

are cold and harsh in Their personal dealings wiTh one anoTher and ThaT

They lack The decorum and grace, warmTh and compassion, which are

familiar To her; " . . . Toward The women she felT a definiTe hosTiliTy.

Myra, her fuTure sisTer—in—law, seemed The essence of spiriTless conven-

TionaliTy. Her conversaTion was so devoid of personaliTy ThaT Sally

Carrol, who came from a counTry where a cerTain amounT of charm and

assurance could be Taken for granTed in The women, was inclined To despise

her."4| STiII anoTher shock To Sally Carrol's sense of decorum is The

behavior of her fiance's friends who "danced wiTh her wiTh conspicuous

precision and who seemed To Take if for granTed ThaT she wanTed To Talk

abouT noThing buT Harry. . . . In The SouTh an engaged girl, even a

married woman, expecTed The same amounT of half—affecTionaTe badinage and

TIaTTery ThaT Would be accorded a debuTanTe, buT here all ThaT seemed

banned."42 As her discomforT and confusion increases, Sally Carrol
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finds herself reTreaTing inTo her familiar world of dreams and illusions.

She had "an insTanTaneous vision of The old baTTered library aT home,

wiTh her faTher's huge medical books, and The old oil painTings of her

Three greaT uncles, and The old couch ThaT had been mended up and was

sTill luxurious To dream on."43

Sally Carrol's disillusion culminaTes in The celebraTion surround-

ing The consTrucTion of The ice palace. JusT as The cemeTery reflecTs

The heroic values of The dead SouTh, "The gorgeous Transparency" of The

ice palace symbolizes The gliTTer and appeal, as well as The cold and

impersonal naTure of NorThern life. Finding herself momenTarily losT

wiThin The maze of This icy sTrucTure, in fear and panic, she desperaTely

clings for supporT To The memory of her old graveyard:

Oh, if There should be snow on her grave. To be beneaTh

greaT piles of if all winTer long. . . . Her grave--a grave

ThaT should be flower—sTrewn and washed wiTh sun and rain.

. . . Her spring--To lose iT forever--wiTh iTs lilacs and

The lazy sweeTness IT sTirred away in her hearT.44

As her disassociaTion becomes more real To her, in panic Sally Carrol

recedes furTher inTo her illusions, which culminaTe in her hallucinaTion and

vision of Margery Lee, who comes To her "jusT as Sally Carrol had known

she would be, wiTh a young, whiTe brow, and wide, welcoming eyes, and a

hoop skirT of some sofT maTerial ThaT was quiTe comforTable To resT on."45

In clinging To The illusion of Margery Lee, Fingerald suggesTs ThaT Sally

Carrol commiTs herself irrevocably To The values of The dead SouTh. So

long as she is able To reTreaT info The dead pasT, Fszgerald implies,

Sally Carrol can preserve her romanTic dreams and spare herself The pain

of disillusion which accompanies The loss of dreams. BuT in fasTening

her dreams on To a dead pasT, she is forfeiTing her commiTmenT To exciTe-

menT and new dreams. She had implied as much earlier, Talking To Harry

in The ConfederaTe graveyard:
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'These were jusT men, unimporTanT evidenle or They wouldn'T

have been 'unknOwn'; buT They died for The mosT beauTiful

Thing In The world--The dead SouTh. You see . . . people

have These dreams They fasTen on To Things, and I've always

grown up wiTh ThaT dream. IT was so easy because iT was all

dead and There weren'T any disillusions comln' To me.‘46

In ”The Ice Palace," Fingerald reveals his ambivalence Toward

boTh The SouTh and The NorTh. While he is drawn To The grace and genTiIiTy,

decorum and charm, of Sally Carrol's world, he undersTands aT The same

Time ThaT iT musT perish simply because progress, symbolized by The

NorTh, cannoT be halTed. STilI, despiTe his recogniTion ThaT his heroine

belongs To a dead TradiTion, Fingerald mourns The passing of ITS values

from our age. And In Thus conTrasTing The heroic and chivalric legacy of

The dead SouTh wiTh The expansive, energeTic, and maTerlalisTic vision

of The dynamic NorTh, Fifzgerald furTher objecTifies and deepens his

concern wlTh dreams and Their disillusion.



 

 

V THE BEAUTIFUL AND DAMNED

BeTween The publicaTion of This Side of Paradise and The

BeauTiful and Damned, FIngerald's shorT flcTion clearly reflecTs his deepen—

ing preoccupaTion wiTh characTers who, upon encounTering serious misforTunes

which sTrip Them of Their youThful romanTic dreams, suffer deep disillu-

sion and loss of will. ConfronTed wiTh The harsh and painful realiTies

of broken love affairs, aging, and lll-healTh, They reflecT Fingerald's

own growing fear of impending "emoTional bankrupTcy." NoT surprisingly,

Therefore, Fingerald's second novel, The BeauTiful and Damned, cenTers

on The "lesion of viTaIiTy" and ulTimaTe desTrucTion of his proTagonisT,

AnThony PaTch. In a IeTTer To Charles Scribner II in I920, Fingerald

wriTes:

My new novel called, The FIighT of The RockeT, concerns

The life of one AnThony PaTch beTween his 25Th and 33rd

years (I9l3—I92l). He is one of Those many wiTh The

TasTes and weaknesses of an arTisT buT wiTh no acTual

creaTive inspiraTion. How he and his beauTiful wife

are wrecked on The shoals of dissipaTion is Told in The

sTory.

In Tracing AnThony's decline in The conTexT of his eroding marr—

iage To The young and beauTiful Gloria GilberT, FingeraId Tells of characTers

who, losing Their naive and hopeful dreams of eTernal youTh and love,

beauTy and happiness, suffer deep disappoinTmenT, sadness, and ulTimaTely

lose The capaciTy and spiriT To sTruggle againsT Their misforTunes. While

boTh suffer The loss of Their hopes and dreams, however, iT is AnThony

who clearly emerges as The main characTer in This work. Beyond a doubT,
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The value of The book lies wiTh Fingerald's willingness To make a

full-lengTh record of his proTagonisT's compleTe disasTer.

From The ouTseT AnThony is a romanTic dreamer, buT, like Gordon

STerreTT and Sally Carrol Happer, he has no real inclinaTion To sTruggle

in quesT of his dreams. Believing somewhaT snobbishly ThaT he is "an

excepTional young man, Thoroughly sophisTicaTed, well-adjusTed To his

environmenT," AnThony also views himself as "somewhaT more significanT

Than anyone else he knows . . . aTTracTive To inTelligenT men and all

women."2 Remaining aloof and passive, an observer of life raTher Than

a parTicipanT, AnThony creaTes in his indulgenT daydreams a self—image

which allows him To believe ThaT he is " . . . opinionaTed, conTempTuous,

funcTioning from wiThin ouTward-—a man who was aware ThaT There could

be no honor and yeT had honor, who knew The sophisTry of courage and yeT

was brave."3

So long as AnThony can afford The luxury of daydreaming he can

malnTain This deTached and heroic pose. Fingerald suggesTs, however,

ThaT in realiTy AnThony does noT derive his idenTiTy nor does he formulaTe

his goals from "wiThin"; insTead, he draws Them from Things which exisT

ouTside of him—~wealTh, sTaTus, and oTher people. "AnThony drew as

much consciousness of social securiTy from being The grandson of Adam

PaTch, as he would have from Tracing his line over The sea To The

crusaders."4 His grandfaTher's wealTh and The sTaTus iT represenTs

afford young AnThony a luxury and securiTy which he knows will forTify

and proTecT him againsT The harsher realiTies of work, efforT, and

sTruggle:
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The big TrusT company building seemed To link him definiTely

To The greaT forTunes whose solidariTy he respecTed and To

assure him ThaT he was adequaTely chaperoned by The hierarchy

of finance. From These hurried men he derived The sense of

safeTy ThaT he had in conTemplaTing his grandfaTher's money-—

even more, for The IaTTer appeared, vaguely, as a demand

loan made by The world To Adam PaTch's own moral righTeousness,

while This money downTown seemed raTher To have been grasped

and held by sheer indomiTable sTrengThs and Tremendous feaTs

of will; in addiTion, iT seemed more definiTely and expliciTIy

money.

Secure in The knowledge ThaT possession of greaT wealTh will

bring him The comforT and happiness he seeks, AnThony has no inclinaTion

To work for his dream. WanTing To "accomplish some sulee Thing ThaT

The elecT would deem worThy, and passing on, join The dimmer sTars in

a nebulous, indeTerminaTe heaven half-way beTween deaTh and immorTaliTy."6

AnThony is neverTheless conTenT merely To fanTasize and dream of whaT

life will be like when he inheriTs his grandfaTher's forTune. "WiTh

a sTray boyishness he saw himself as a power upon The earTh; wiTh his

grandfaTher's money he mighT build his own pedesTal and be a Tallyrand,

a Lord Verulam. The clarify of his mind, iTs sophisTicaTion, iTs

versaTile inTelligence, all aT Their maTuriTy and dominaTed by some

7

purpose yeT To be born would find him work To do."

In conTrasT To many of FingeraId's heroes, AnThony PaTch is

a passive observer, a man who wiThdraws from life's sTruggles raTher

Than aTTempTing To shape and conTrol his own desTiny. As he himself

reveals: "Here I siT, young AnThony, as I'll siT for a generaTion or

more and waTch gay souls . . . go pasT me, dancing and singing and

loving and haTing one anoTher and being eTernally moved. And I am

moved only by my lack of emoTion."8 AnThony's refusal To acT, To

ParTicipaTe in life's sTruggles, sTems parTially aT leasT from an almosT
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paralyTic fear of failure. "IT worried him To Think ThaT he was, afTer

all, a facile mediocriTy.. . . IT seemed a Tragedy To wanT noThing--

and yeT he wanTed someThing, someThlng. He knew in flashes whaT if

was--some paTh of hope To lead him Toward whaT he ThoughT was imminenf

and ominous old age."9 Feeling The need To achieve someThing, buT

possessing neiTher The drive nor will, AnThony finds himself aT age

TwenTy-Three "wiTh no record of achievemenT, wiThouT courage, wiThouT

sTrengTh To be saTisfied wiTh TruTh when if was given him. Oh, he was

a preTenTious fool, making careers ouT of cockTails and meanwhile

regreTTing, weakly and secrele, The collapse of an insufficienT idealism.

He had garnished his soul in The suleesT TasTe and now he longed for The

old rubbish."'0

IT is wiTh These weaknesses, props, and poses ThaT AnThony

enTers his relaTionship wiTh The radianT and alluring "golden girl,"

Gloria GilberT. Because Gloria appeals To "ThaT parT of him which

cherished all beauTy and all illusion," AnThony aT firsT "wanTed To

appear suddenly To her in novel and heroic colors. He wanTed To sTir

her from ThaT casualness she showed Toward everyThing buT herself."ll

BuT as he is drawn more deeply info The relaTionship he begins To seek

The comforT, proTecTion, and insulaTion he so deeply needs. Believing

ThaT wiTh Gloria he could forgeT The " . . . suffocaTing pressure of

life,"'2 he dreams ThaT marriage, like wealTh, will insure "The end of

all resTlessness, all malconTenT."l3

If AnThony Is a spoiled and self-lndulgenT day-dreamer, Gloria

(Though more Tough—minded Than he) cherishes illusions of her own--namely,

The preservaTion of her youTh and beauTy. JusT before The wedding she

wriTes In her diary: " . . . whaT a faTe To grow roTund and unseemly,
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To lose my self—love, To Think in Terms of milk, oaTmeal, nurse,

diapers . . . Dear dream children, how much more beauTiful you are,

dazzling liTTle creaTures who fluTTer on golden, golden wings~-"I4

Though Gloria dreams of a man who, unlike AnThony, is a "'Temporarily

passionaTe lover wiTh wisdom enough To realize when if has flown and ThaT

iT musT fly . ,'"l5 she also needs someone "'who could appreciaTe

me and Take me for granTed, a man who would fall in love wiTh me and admire

me.'"‘6 Though AnThony is neiTher The passionaTe lover nor admirer she

dreams of, Gloria believes ThaT he has enough money To keep her comforTable

and secure. And so, sacrificing romanTic love for securiTy, she resolves

To marry him.

AT The ouTseT, The marriage is a gay, romanTic idyl. The

freshness of Their youTh, The newness of love, and, more imporTanle,

The promise of AnThony's inheriTance, allow Them, for The Time being,

To drifT and dream. BuT, ineviTably, wiTh The gradual passing of Time,

"The breaThless idyl lefT Them, fled To oTher lovers; They looked around

one day and if was gone . . . bearing wiTh iT iTs exTorTion of youTh."l7

In The ensuing years, AnThony's money gradually begins To run ouT,

parTially because of his blaTanT refusal To earn a living and parle

due To The exTravaganT manner in which he and Gloria live. In an aTTempT

To wall ouT The realiTy of Their growing IeThargy of spiriT, parTy

follows upon parTy, and Their quarrels become more frequenT and biTTer.

As AnThony finds The iniTial securiTy and comforT of The marriage eroding,

he begins To drink more heavily and wiThdraws more frequenle for

susTenance inTo his miasmic world of daydreams and illusions, a world

where "IT was vaguely undersTood beTween Them ThaT on some misTy day he

would enTer a sorT of glorified diplomaTic service and be envied by

princes and prime minisTers for his beauTiful wife."l8
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DespiTe The facT ThaT The firsT flush of romance is gone from

The marriage, AnThony and Gloria are sTill able To dream, susTaining

Themselves wiTh The assurance ThaT someday his grandfaTher's forTune

will belong To him:

ThaT spring, ThaT summer, They had specuIaTed upon

fuTure happiness--how They were To Travel from summer

land To summer land, reTurning evenTuaIly To a gorgeous

esTaTe and possible idyllic children, Then enTering

diplomacy or poliTics, To accomplish for a while,

beauTiful and imporTanT Things, unTil finally as a

whiTe—haired (beauTifully, silkily, whiTe-haired)

couple They were To loll abouT in serene glory, wor-

shipped by The bourgeoisie of The land . . . These

Times were To begin 'when we geT our money'; if

was on such dreams raTher Than on any saTisfacTion

wiTh Their increasingly irregular, increasingly

dissipaTed life ThaT Their hope resTed.l

ThaT securiTy blankeT is ripped from Them, one nighT, however,

when during anoTher of Their summer bacchanals, Adam PaTch pays Them a

surprise visiT. Horrified and ouTraged by whaT he sees, The sTern and

puriTanical old man immediaTely insTiTuTes legal proceedings To cuT

his grandson ouT of his will. When The realizaTion of whaT has

happened sinks in, AnThony finds himself for The firsT Time confronTed

wiTh The prospecT of having To earn a living in order To survive. Making

a brief, aborTlve aTTempT To wriTe a novel, he finally Takes a job, only

To quiT when The realiTy of responsibillTy and hard work overwhelms

him. In desperaTion and despair, he reTreaTs deeper inTo his daydreams

of The "breaThless idyl." AnThony "found himself remembering how one

summer morning They Two had sTarTed from New York In search of happiness.

They had never expecTed To find if, perhaps, yeT in iTself ThaT quesT

had been happier Than anyThing he expecTed forevermore."20

BuT even reTreaTing inTo pasT dreams of happiness offers him

no release, and AnThony resigns himself faTalisTicalIy To misery and
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despair. "Life," he concludes, "musT be a seTTing up of props around

one-—oTherwlse IT was a disasTer. There was no resT, no quieT. He had

been fuTile in longing To drifT and dream; no one drifTed excepT To

maelsTroms, no one dreamed wiThouT his dreams becoming fanTasTic nighT-

mares of indecision and regreT."ZI Sensing his condiTion, he ls yeT

powerless To acT; his disillusion is marked by a compleTe loss of

viTaIiTy and will. "In The days of his inTegriTy . . . he would have

cried ThaT To sTruggle was To believe . . . buT aT presenT he had no

such delicaTe scruples."22 Overcome by fear of impending failure and

finally paralyzed by This fear, AnThony wiThdraws inTo an alcoholic

haze.

AfTer Adam PaTch's deaTh and The beginning of legal proceedings

by which They hope To regain The inheriTance, AnThony and Gloria now

have only ThaT bond and ThaT illusion To share. BuT as courT proceedings

drag on almosT inTerminably, Their relaTionship conTinues To sTagnaTe

and erode. Having " . . . reached The sTage of violenT quarrels ThaT

smouldered and broke ouT again aT inTervals or died away from sheer

indifference . . . "23 boTh are offered a much needed resplTe and posT—

ponemenT of The ineviTabIe when AnThony is drafTed inTo The service

and senT To Georgia. DesperaTely seeking repose and escape from his

inner Turmoil, AnThony immediaTely respOnds To The resTful, sooThing

qualiTy of life in The SouTh. Feeling momenTarily reviTalized and

renewed, he has a brief affair wiTh DoT RoycrofT, a flighTy and insecure

girl who idealizes and looks up To him. Seeking comforT and securiTy

in her, AnThony insTead finds DoT dependenT, possessive and jealous.

Unwilling To Take The responsibiliTy and fearing complicaTions, AnThony,

in a panic of worry and confusion, abruple breaks off The affair.
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During AnThony's absence, Gloria Temporarily regains her old

spiriT. "Recenle, wiThouT his conTinual drain upon her moral sTrengTh

she found herself wonderfully revived. Before he lefT she had been

inclined Through sheer associaTion To brood on her wasTed opporTuniTies—-

now she reTurned To her normal sTaTe of mind, sTrong, disdainful, exisTing

each day for each day's worTh."24 Upon his discharge and reTurn, The

"breaThless idyl" of Their honeymoon reTurns, buT The romanTic illusion

proves To be ephemeral, and once again realiTy inTrudes. "AfTer ThaT

reflowering of Tenderness and passion each of Them reTurned inTo some

soliTary dream unshared by The oTher and whaT endearmenTs passed beTween

Them passed, iT seemed, from empTy hearT To empTy hearT, echoing

hollowly The deparTure of whaT They knew aT lasT was done."25 Knowing

The magic and romance of Their youThful dreams has vanished, never To

reTurn, Gloria falls vicTim To a brief melancholy regreT. "All she

wanTed was To be a liTTle girl, To be efficienle Taken care of by some

yielding yeT superior power, sTupider and sTeadier Than herself. IT

seemed ThaT The only lover she had ever wanTed was a lover in a dream."

Believing ThaT " . . . her beauTy was all ThaT never failed her. She

had never seen beauTy like her own,"26 Gloria hopes To preserve iT by

becoming a film sTar.

She would be TwenTy—nine in February. As The

long nighT wanTed she grew supremely conscious ThaT

she and beauTy were going To make use of These nexT

Three monThs. . . . She was in earnesT now. No

maTerial wanT could have moved her as This fear

moved her. No maTTer for AnThony, AnThony The poor

in spiriT, The weak and broken man wiTh bloodshoT

eyes, for whom she sTill had momenTs of Tenderness.

No maTTer. She would be TwenTy-nine in February-—

a hundred days, so many days; 27

 



 

79

BuT her dreams are unaITerably shaTTered when she finds she has been

considered only for a "small characTer parT" as an older "very haughTy

rich widow."

Meanwhile wiTh noThing remaining To susTain him buT The fading

hope of winning back his inheriTance, AnThony reTreaTs anew inTo an

alcoholic haze where "Only for a brief momenT every day in The warmTh

and renewed life of a firsT highball did his mind Turn To Those opalescenf

dreams of fuTure pleasure—-The muTual heriTage of The happy and The

damned. BuT This was only for a liTTle while. As he grew drunker The

dreams faded and he became a confused specTre, moving in odd crannies

of his OWn mind, full of unexpecTed devices, harshly conTempTuous aT

besT and reaching sodden and despiriTed depThs."28 Having given up The

sTruggle, AnThony has become a helpless vicTim of his own indulgences

and weaknesses.

DrifTing deeper info a spiriTuaI inerTia and malaise, his mind

in ToTaI confusion and chaos, AnThony receives The news ThaT he has won his

case. Believing as always ThaT The money can Transform his misery and

suffering, AnThony fanfasizes ThaT he mighT escape To ITaly, "a land

where The inTolerable anxieTies of life would fall away like an old

garmenT. . . . and among The brighT and colorful crowds forgeT The grey

appendages of despair. The ThoughT of lTalian women sTirred him fainTIy-—

when his purse hung heavy again even romance mighT fly back To perch

on if . . "29

In The course of his suffering, FIngeraId suggesTs, AnThony

has learned noThing. Even in his momenT of Triumph, he is a piTiful, self-

deluded creaTure, believing ThaT he has overcome greaT adversiTy and

insurmounfable obsTacIes:
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He was Thinking of The hardships, insufferable

TribuIaTions he had gone Through. They had Tried

To penalize him for The misTakes of his youTh. He

had been exposed To ruThless misery, his very

craving for romance had been punished, his friends

had deserTed him--even Gloria had Turned againsT

him. He had been alone, alone-~facing iT all

peOple had been urging him To give In, To submiT To

mediocriTy, To go To work. BuT he had known Too

ThaT he was jusTified in his way of life——and had

sTuck iT ouT sTaunchly. 'I showed Them.. . . IT was

a hard fighT, buT l didn'T give up and I came Through.30

By The end of The novel, AnThony, in his madness, has reTreaTed irrevo—

cably info a world of self—delusion and daydreams. Because of his

passiviTy and inabiliTy To sTruggle for his goals, he remains unenlighTened,

unregeneraTe--emoTionally and spiriTualIy bankrupT.

In The course of The novel, Fingerald Traces The degeneraTion

of The PaTchs' relaTionship and emphasizes AnThony's deTerioraTion and

ulTimaTe erosion of spiriT. In addiTion, The novel (as well as The

shorT sTories of This period) reveal FingeraId's deepening concern

wiTh The weakness, disillusion, and personal misforTunes which cause

men like AnThony To lose Their youThful and romanTic dreams. None

of The heroes of This period, Therefore, have The energy and viTaIiTy

of an Amory Blaine, nor do They possess The sTaTure and wisdom of The

laTer Tragic figures. BuT in his deepening examinaTion of The broken

dreams and faded hopes, Fingerald explores in greaT depTh The idea

Of "emoTional bankrupTcy," a condiTion which he is To TreaT in even

more complexiTy and wiTh more insighT for The remainder of his career.  



 

 

 

       



VI REFINING THE FORM

"SomeTime beTween The BeauTiful and Damned (I922) and

The GreaT Gasty (I925)," wriTes James E. Miller, "Fingerald won

WnTellecTuaI conTroV over his imaginaTion. . . . "' Miller no doubT

draws his conclusion from "The Diamond as Big as The RITz" (l922),

"WinTer Dreams" (I922), "The Sensible Thing" (I924), and "AbsoluTion"

(I924), four of Fingerald's very besT shorT sTories. In Them,

Fingerald shapes and refines, deepens and broadens The emerging Theme

of dream—and—disillusion To The poinT aT which,in The GreaT Gasty (I925),

This dualiTy becomes boTh sTrucTurally and ThemaTicalIy The novel's

governing principle.

In earlier sTories, proTagonisTs like Gordon STerreTT and

AnThony PaTch lose Their romanTic dreams of youTh, wealTh, and love

because of some inherenT characTer weakness. In sTories like "WinTer

Dreams," "The Sensible Thing," "The Diamond as Big as The RiTz," and

"AbsoluTion," Fingerald has deepened his TreaTmenT of dream—and—

disillusion To reveal The essenTialIy Tragic paradox which lies aT

The core of all human dreams: possession of The dream leads To ulTimaTe

disillusion and The loss of dreams. DexTer Green ("WinTer Dreams")

and George O'Kelley ("The Sensible Thing"), for example,capTure Their

dreams only To find Them insufficienT; Braddock WashingTon ("The

Diamond as Big as The RITz") realizes his dream of greaT wealTh only
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To be dehumanized by iT; and young Rudolph Miller ("AbsoluTion") is

warned by FaTher SchwarTz ThaT realiTy can only shaTTer his romanTic

dreams.

"WinTer Dreams" is The sTory of DexTer Green, a hopeful and

ambiTious young man. Unlike many of Fingerald's oTher romanTic dreamers,

DexTer longs To possess wealTh, posiTion, and sTaTus because These goals

represenT for him The besT life has To offer. NoT wanTing "associaTion

wiTh gliTTering people—-he wanTed The gliTTering Things Themselves.

OfTen he reached ouT for The besT wiThouT knowing why he wanTed

iT. . . . "2 UninTeresTed in The romance and allure of success, DexTer

dreams only of Tangible and aTTainable Things——money, posiTion, and

possession of The "golden girl," here The glamorous and elusive Judy

Jones.

Over a period of years, DexTer rises from an obscure young

caddy aT The exclusive Sherry Island CounTry Club To become one of The

richesT and mosT successful young business Tycoons in The middle-wesT.

By The end of The sTory, he has joined The ranks of financiers in New

York CiTy. On The surface, iT seems ThaT DexTer has realized his "winTer

dreams," buT one sTill eludes him—-he has been unable To win Judy Jones.

ln aTTaining all of his oTher dreams, DexTer found, as ClinTon

S. Burhans says, ThaT "The farfher he moves inTo The world of his

winTer dreams, The more he is disillusioned wiTh iT."3 For example,

early in The sTory, DexTer realizes his dream of becoming a champion

golfer and defeaTing T. E. Hedrick, The man for whom he once caddied.

Having imagined "a marvelous maTch" which he "played a hundred Times

OVer The fairways of his imaginaTion," DexTer finds ThaT in acTually

defeaTing Hedrick, he is "impressed by The Tremendous superioriTy he
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felT Toward Mr. T. E. Hedrick, who was a bore and noT even a good golfer

any more."4 Similarly, afTer he has gained The money and posiTion

which allow him access To Those eliTe groups he once admired from afar,

DexTer again is surprised To find ThaT "he had no social aspiraTions

and raTher despised The dancing men who were always on Tap for The

Thursday or SaTurday parTies. . . . "5 Burhans remarks ThaT aT This

poinT "The only one of DexTer's 'winTer dreams' wiTh which he is noT

ulTimaTely disillusioned is The only one he cannoT have in The real

world and Time-—Judy Jones."6 Because she has eluded him, DexTer has

been able To keep The image of a youThful, radianT, and infiniTely

desirable Judy Jones alive in his imaginaTion. DexTer, in facT,

associaTes her in his memory wiTh The Time in his youTh when he was

hovering on The edge of success—~ThaT magic momenT jusT before The

fulfillmenT of his winTer dreams.

As Fingerald describes The scene, DexTer is lying peacefully

and dreamily on a rafT in The middle of The lake which surrounds The

Sherry Island CounTry Club. He is lisTening To a piano on The oTher

side of The lake playing a Tune which reminds him of "a prom . . . when

he could noT afford The luxury of proms, and he has sTood ouTside The

gymnasium and IisTened. The sound of The Tune precipiTaTed in him a

sorT of ecsTasy and TT is wiTh ThaT ecsTacy he viewed whaT happened

To him now. IT was a mood of inTense appreciaTion, a sense ThaT, for

once, he was magnificenle aTTune To life and ThaT everyThing was

radiaTing a brigthess and glamour he mighT never know again."7 "For

DexTer," Burhans wriTes "The melody drifTing over The wafer fuses The

pasT and The presenT, The years of sTruggle jusT behind and The fulfillmenT

jusT beginning. This is The magic momenT when dreaming and sTriving
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reach ouT To grasp realizaTion, The Time of rapTure before The fullness

of achievemenT brings iTs seemingly ineviTable disillusion."8 IT is

on This nighT and in This mood ThaT DexTer falls irrevocably in love

wiTh Judy Jones and forever associaTes her in his memory wiTh This

radianT Time of youThful promise and hope. For many years hence. his

relaTionship wiTh Judy Jones remains a succession of failures and new

beginnings. Each Time he Thinks he is close enough To finally reach

ouT and possess her, she breaks if off.

As The affair conTinues To flucTuaTe, DexTer is finally forced

To realize ThaT he can never possess his elusive and fickle dream girl.

He gives up The pursuiT, buT he finds he cannoT give up The dream:

"No disillusion in The world in which she has grown up could cure his

illusion as To her desirablliTy."9 For wiThouT Tangible Judy, DexTer

finds ThaT "fire and loveliness were gone, The magic nighTs and The wonder

of The varying hours and seasons . . . slender lips, downTurning, dropping

To his lips and bearing him up info a heaven of eyes . . . The Thing

was deep in him. He was Too sTrong and alive for if To die IighTIy."lo

The lasT scene in The sTory finds DexTer weeping for The loss

of This lingering youThful dream. For aT This momenT, he has learned

from a business associaTe ThaT Judy Jones, The beauTiful, elusive, and

hiTherTo unaTTainable girl of his "winTer dreams," has become jusT

anoTher housewife. Having successfully aTTained his maTeriaI goals,

DexTer "had ThoughT ThaT having noThing else To lose he was invulnerable

aT IasT-~buT he knew ThaT he had jusT IosT someThing more, as surely as

If he had married Judy Jones and seen her away fade before his eyes."ll

Up To This crucial poinT in his life, DexTer had been able

To keep his dream of Judy Jones alive simply because he has been unable
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To possess her. When he learns of her deTerioraTion and aging, DexTer's

dream of her youThful viTaIiTy and beauTy is irrevocably shaTTered; and

wiTh if, a parT of him dies:

The dream was gone. SomeThing had been Taken from him. In a

sorT of panic he pushed The palms of his hands inTo his eyes

and Tried To bring up a picTure of The wafers lapping on

Sherry Island and The moonliTe veranda, and gingham on The gold

links and The dry sun and The gold color of her neck's sofT

down. And her mouTh damp To his kisses and her eyes plainTive

wiTh melancholy and her freshness like new fine linen in The

morning. Why, These Things were no longer in The world! They

had exisTed and They exisTed no longer.

For The firsT Time in years The Tears were sTreaming down his face.

BUT They were for himself now. He did noT care abouT mouTh

and eyes and moving hands. He wanTed To care and could noT care.'2

DexTer's Tears are mosT cerTainIy "for himself." Forced To imagine

Judy Jones as Mrs. Lud Sims, he realizes ThaT he can never again reTurn

in his memory To ThaT "fragile momenT in Time, when youTh and his winTer

dreams were making his life richer and sweeTer Than if would ever be

again."'3 Once This parT of him is IosT, DexTer senses ThaT:

. he had gone away and could never go back anymore.

The gaTes were closed, The sun was down, and There was no

beauTy buT The grey beauTy of sTeeI ThaT wiThsTands

all Time. Even The grief he could have borne was lefT

behind in The counTry of illusion of youTh, of The richness .

of life, where his winTer dreams had flourished. 'Long

ago,’ he said, 'long ago, There was someThing in me, buT

now ThaT Thing is gone. Now ThaT Thing is gone, ThaT Thing

is gone. I cannoT cry. I cannoT care. ThaT Thing will

come back no more."

In gaining his winTer dreams, Therefore, DexTer Green has

discovered ThaT Their greaTesT value To him was noT in The fulfillmenT

buT in The sTruggle To gain Them and ThaT he was mosT closely "aTTuned

To life" aT The momenT jusT before The fulfillmenT of his hopes and

dreams. Moreover, when his romanTic illusion of Judy Jones is shaTTered,
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DexTer loses ThaT parT of him which has nourished and kepT ThaT momenT

alive. AT The end of The sTory, he is forced To recognize ThaT he

can no longer preserve, eiTher in his memory or in his imaginaTion,

The ecsTacy, wonder, and exciTemenT of ThaT magic youThful Time when

The dream was a shimmering illusion ThaT he had only To reach ouT and

grasp.

IT is This cenTraI insighT——ThaT The sTruggle To gain The

dream is richer Than The possession of iT and ThaT possession or loss

of The dream kills The capaciTy To dream—~which also lies aT The core

of "The Sensible Thing." AlThough noT so richly deTailed or complex a

sTory as "WinTer Dreams," ”The Sensible Thing" has a good deal in common

wiTh iTs predecessor and, in addiTion, conTains several moTifs and

siTuaTions which Fingerald will develop more fully and compleTely in

The GreaT Gasty.

Like DexTer Green, George O'Kelley Is an ambiTious young man

who dreams of wealTh, posiTion, and sTaTus. Moreover, George equaTes

success wiTh romanTic love. "There was no Triumph wiThouT a girl con~

cerned," Fingerald wriTes, "and if he did noT lay his spoils aT her

feeT he could aT leasT hold Them for a passing momenT before her eyes."'5

IT is George's fuTile pursuiT of a double dream--maTerial success and

The possession of The "Top" girI—-which is The subjecT of The shorT sTory.

Upon graduaTlng from MassachuseTTs lnsTiTuTe of Technology,

O'Kelley, a young engineer, goes To New York To pursue his dream of

success. He imagines ThaT Through efforT, TenaciTy, and force of will,

he will be able To "change The sweep of rivers and The shape of mounTains

so ThaT life would flourish in The badlands of The world where if had

never Taken rooT before. He loved sTeeI, sTeeI inexhausTible, To be
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"'6 In hismade lovely, ausTere in his imaginaTive fire.

imaginaTion, George is able To Transform worlds; buT in realiTy because

he needs money To win Jonquil Cary, The beauTiful souThern belle, "he was

an insurance clerk aT forTy dollars a week wiTh his dream slipping fasT

behind him. The liTTle dark girl who had made This infolerable mess was

waiTing To be senT for in a Town in Tennessee.“7 Thus, Fingerald

implies ThaT George is compromising his dream of success in order To pursue

anoTher more immediaTe goal--ThaT of marrying Jonquil. BuT ThaT dream

is also To elude George.

Because of her aversion To poverTy and sTruggle and because of

her impaTience, Jonquil Tells George plainly in a IeTTer ThaT she is

unwilling To waiT for him. George hurries SouTh only To find ThaT she wishes

To break off The relaTionship because iT's "'The sensible Thing'" To do.

STung by her rejecTion, George goes To SouTh America and ulTimaTer rises

To greaT success as an engineer. However, he soon discovers (as did DexTer

Green), ThaT The realizaTion of his dream of success has broughT wiTh if only

dissaTisfacTion and disillusion. Believing ThaT Jonquil's love will resTore

his old viTaIiTy and spiriT, George reTurns To claim her. He is surprised

To find her willing and anxious To Take him back, buT he is also sTarTled To

discover ThaT The old dream no longer holds The same fascinaTion and allure.

Now ThaT he is finally able To possess his dream girl, he finds ThaT he does

noT desire her wiTh The same single-minded inTensiTy: "There was noThing

changed-~only everyThing was changed. . . . There was no cloud of

magic . . . He saT in a chair, amazed To find if a chair, realizing ThaT

his imaginaTion had disTorTed and colored all These simple and familiar

I8
Things." As The dream recedes before him, George begins To undersTand
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The magniTude of The compromise he made when he had originally agreed

To break off The affair:

IT seemed To him long ago and inexpressibly sad. On ThaT

sofa he had felT agony and grief such as he would never

feel again. He would never be so weak and so Tired and so

miserable and so poor. YeT he knew ThaT ThaT boy of fifTeen

monThs before had someThing, a TrusT, a warmTh ThaT was gone

forever. The sensible Thing-~They had done The sensible Thing.

He had Traded in his firsT youTh for sTrengTh and carved success

ouT of despair. BuT wiTh his youTh, life had carried away The

freshness of his love.‘9

In The conclusion of The sTory, George finds ThaT alThough

"he sTill wanTed This girl, and he knew ThaT The pasT someTimes comes

back . . . ,"20 a parT of him which once was youThful, fresh, and

hopeful is irrevocably losT. In a magnificenT P855898 (WhICh IS a direcT

foreshadowing of The key ThemaTic scene in The GreaT Gasty where Gasty

kisses Daisy for The firsT Time), George makes a painful recogniTion:

All The Time in The world-~his life and hers. BuT for an

insTanT as he kissed her he knew ThaT Though he searched

Through eTerniTy he could never recapTure Those IosT April

hours. He mighT press her now Till The muscles knoTTed on

his arms-—she was someThing desirable and rare ThaT he had

foughT for and made his own——buT never again an inTangibIe

whisper in The dusk or on The breeze of nighT. . Well,

leT iT pass he ThoughT; April is over, April is over.

There are all kinds of love in The world, buT never The same

love Twice.2|

In DexTer Green's and George O‘Kelley's sad and sober recogniTions,

Fingerald is perhaps suggesTing ThaT every man's romanTic dreams are

eiTher behind him or a whisper of hope in The fuTure and ThaT once The

dream has been realized, someThing is losT--The drive To sTruggle, To

sTrive, and To hope. Possessing The dream musT ineviTably kill The

abiliTy To dream. Fingerald implies, Therefore, ThaT dreams are besT

kepT in The imaginaTion, for only There can They remain Timeless. Only

in his imaginaTion can man remain secure from disillusion and The loss

Of his hopes and dreams.
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II

"The Diamond as Big as The RiTz" is seT aparT from "WinTer

Dreams" and "The Sensible Thing" by Fingerald's more ambiTious TreaTmenT

of The dream—and-disillusion paradox on Two levels simulTaneously.

AlThough The focus in This shorT sTory Is on Braddock WashingTon's

world, one musT firsT come To Terms wiTh The characTer of John Unger,

Fingerald's narraTor. For if is John who, in The process of The sTory,

gradually becomes aware boTh of his aTTracTion To Braddock WashingTon's

gliTTering riches and of The ulTimaTe corrupTion resulTing from WashingTon's

possession of greaT wealTh.

To undersTand John Unger, if is necessary firsT To examine his

middle—class background and his upbringing. Coming from "Hades--a small

Town on The Mississippi River—-,"22 John Unger derives his values from

a creed which has aT ITs core "The earnesT worship of and respecT for

riches."23 While John's homeTown of Hades Is noT Hell, iTs moTTo

"Abandon hope, all ye who enTer here" suggesTs ThaT if Is a world inhabiTed

by dead souls. Moreover, FIngerald suggesTs ThaT in elevaTing possession

of wealTh To a creed, The people of Hades have sacrificed spiriTual values

and replaced Them wiTh maTerIaIIsm.

In keeping wiTh family TradiTion, John, when he is old enough

To leave home, is senT by his family To ST. Midas, "The mosT exclusive

and mosT expensive boy's preparaTory school In The world."24 IT Is no

wonder ThaT he is lniTiaIly awed by his schoolmaTe Percy Washingfon whose

faTher mis by far The richesT man in The world"'and who possesses'"a

diamond bigger Than The RiTz CarleTon HoTel.'"25 When Percy InviTes him

To visiT his home, John cannoT refuse "else his parenTs would have Turned

away in horror aT The blasphemy."26
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Subsequenle, John journies from Hades To The MonTana mounTains

where Percy's family resides. BuT before he arrives aT The WashingTon

empire, he musT firsT pass Through The foul and barren village of Fish.

In conTrasT wiTh The mounTain valley of "golden haze" and "sweeps of

IHWns and lakes and valleys," The dessicaTing village of Fish Is "minuTe;

dismal, and forgoTTen":

There were Twelve men, so if was said, In The village of

Fish, Twelve sombre and inexplicable souls who sucked a

lean milk from The almosT liTerally bare rock upon which

a mysTerious populaTory force had begoTTen Them. They

had become a race aparT, These Twelve men of Fish, like

some species developed by an early whim of naTure, which

on second ThoughT had abandoned Them To sTruggle and

exTerminaTion . . There remained in Them none of ThaT vlTaI

qualiTy of Illusion which would make Them wonder or speculaTe,

else a religion mighT have grown up around These mysTerious

visiTaTions. BuT The men of Fish were beyond all religion—-

The baresT and mosT savage TeneTs of even ChrlsTianiTy could

gain no fooThold on ThaT barren rock-—so There was no aITer,

no priesT, no sacrifice; only each nighT aT seven The silenT

conCOurse by The shanTy7 a congregaTion who lifTed up a prayer

of dim, anemic wonder.

lee Hades, Fish is a world in which spiriTuaIiTy (specifically

ChrisTianiTy) no longer has any viable meaning. As. K. W. G. Cross

remarks:

This barren landscape inhabiTed by Those Twelve dead souls

could suggesT The sickness of American socieTy dedicaTed To

The service of Mannon. The dream of IImiTIess wealTh has rendered

religion obsoleTe;spiriTually dead, These slnisTer aposTles

of Fish reTain only The bare exTingulshed spark of wonder.28

Fingerald's porTraiT of Hades and Fish skillfully foreshadows

The appearance of Braddock WashingTon's own self-creaTed world of pure

maTerlalism. Upon his arrival in WashingTon's world, John is awed

aT iTs florid magnificence and views The house and The mounTains as

"a sorT of floaTing falryland":29
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Full in The lilT of The sTars, an exquisITe chaTeau rose

from The borders of The lake, climbed In marble radiance

half The heighT of an adjoining mounTain, Then melTed

inTo grace, in perfecT symmeTry, in TranslucenT feminine

languor, inTo The massed darkness of a foresT of pine.

The many Towers, The slender Tracery of The sloping parapeTs,

The chiselled wonder of a Thousand yellow windows wiTh Their

oblongs and hecTagons and Triangles of golden lighT, The

shaTTered soaness of The inTersecTing planes of sTar shine

and blue shade, all Trembled on John's spiriT like a chord of

music.

Coming upon The place where The diamonds are sTored, he is sTarTled

To discover:

. . a room ThaT was like The plaTonic concepTlon of The

ulTimaTe prison ceiling, floor and all, iT was lined wiTh an

unbroken mass of diamonds, diamonds of every size and shape,

unTil IiT wiTh Tall violeT lamps in The corners, iT dazzled The

eyes wiTh a whiTeness ThaT could be compared only wiTh iTself,

beyond human wish or dream.

Because John is so uTTerly enTranced by The magnificence and gliTTer of

The diamonds, he is convinced ThaT Braddock WashingTon has creaTed an

earThly paradise, a True UTopIa, The epiTome of which is a golf course

"'all green, you see,-—no fairway, no rough, no hazards.'"32 IT is here

in This dream world of "perfecT" riches ThaT John T. Unger falls in love

wiTh WashingTon's daughTer Kismine, who aT firsT seems To be The "Incar—

naTion of physical perfecTion."33

As he becomes more deeply a parT of This world, however, John

Soon learns ThaT This "plaTonic" realm of perfecT wealTh and beauTy is

builT upon a legacy of corrupTion——deceiT, double-dealing, racism,

and finally, murder. As John becomes privy To The grim, secreT hisTory

Of The WashingTon family and learns of Their aTTemst To preserve Their

forTune, he begins To view Their paradise wiTh new eyes. He lisTens In

rapT amazemenT as Braddock WashingTon explains To him how The family

has schemed and connived To prevenT The discovery of iTs secreT forTune:
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'The firsT Time my grandfaTher corrupTed a whole DeparTmenTof STaTe survey; The second Time he had The official mapsof The UniTed STaTes Tinkered wiTh-—ThaT held Them forfifTeen years——Then he had The river deflecTed and he hadwhaT looked like a village builT up on iTs banks—-so ThaTThey'd see iT and Think if was a Town Ten miles farTher up
The valley.’ 4

Moreover, John learns ThaT The founder FiTz—Norman WashingTon "was

compelled, due To a series of unforTunaTe complicaTions, To murder his

broTher, whose unforTunaTe habiT of drinking himself inTo an indiscreeT

sTupor had several Times endangered Their safeTy."35 Before he is able

To fully comprehend The implicaTions of whaT he has heard, John learns

ThaT several aviaTors who accidenTally discovered The mounTain are kepT

prisoner in deep dungeons. He is furTher horrified To learn from

Kismine ThaT, for obvious reasons,all of The children's guesTs have been

puT To deaTh. She sees noThing wrong wiTh This: "'We can'T leT such an

IneviTable Thing as deaTh sTand in The way of enjoying life . . .,'"

She Tells him maTTer—of—fachy. "'Think how lonesome iT'd be ouT here if

we never had any one. Why faTher and moTher have sacrificed some of Their

besT friends jusT as we have.'"36

By now if has become clear To John ThaT his life is in danger

and he musT acT quickly To save himself. Taking Kismine and her sisTer

Jasmine wiTh him, he aTTemst To escape from The valley during an air

aTTack led by an escaped aviaTor. From a vanTage poinT aTop The mounTain,

John waTches as Braddock WashingTon desperaTely aTTemst To preserve

his empire from desTrucTion by offering a bribe To God:

PromeTheus Enriched was calling wiTness To forgoTTen

sacrifices, forgoTTen riTuals, prayers obsoleTe before

The birTh of ChrisT . . . and now, he, Braddock WashIngTon,
Emperor of Diamonds, king and priesT of The age of gold,
arbiTer of splendor and luxury, would offer up a Treasure

such as princes before him had never dreamed of, offer if up

noT in suppliance, buT in pride.
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WashingTon's faiTh in The power of his own riches is so sTrong ThaT

he has liTTle doubT buT ThaT God will comply:

There was no one else wiTh whom he had ever needed To TreaT

or bargain.

He doubTed only wheTher he had made his bribe big

enough. God had his price, of course. God was made in man's

image, so iT had been said: He musT have His price. Every—

Thing would be up To specificaTions and There was noThing

vulgar in his asserTion ThaT iT would be cheap aT The grice.

He implied ThaT Providence could Take if or leave if.3

When There is no answer from The heavens, WashingTon blows up his empire.

CasT in The form of a fanTasy, "The Diamond as Big as The

RiTz" is neverTheless abouT realiTy. IT poinTs ouT The inherenT

aTTracTions and benefiTs of greaT wealTh and also iTs power To corrupT

and dehumanize Those who subordinaTe everyThing To possessing iT. BuT

Through his narraTor John Unger, Fingerald also repeaTs his now familiar

Theme: The possession of man's maTerial dreams can only desTroy The

puriTy of Those dreams.

Early In The narraTive, FingeraId inTroduces This Theme in

a descripTion of John Unger:

He was enjoying himself as much as he was able. IT is

youTh's feliciTy as well as iTs insufficiency ThaT iT can

never live in The presenf, buT always by measuring up The

day againsT ITs own radianle imagined fuTure——flowers and gold,

girls and sTars, They are only prefiguraTions and prophecies

of ThaT incomparable, unaTTainable young dream.

Fingerald is here suggesTing ThaT men can dream of unTarnished beauTy,

perfecTion and radiance so long as This dream remains "incomparable" and

"unaTTainable." John's iniTial dream of perfecT riches and perfecT

beauTy—ereflecfed in WashingTon's diamond paradise-—Is shaTTered by his

realizaTion of WashingTon's corrupTion. AT The end of The sTory a sober

and more chasTened John Unger Tells Kismine cynically: "'AT any raTe,

leT us love for a while, for a year or so, you and me. There are only
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diamonds in The world, diamonds and The shabby gifT of disillusion.

Well, I have ThaT lasT and I will make The usual noThing of iT.'"40

Implied here (as well as in "WinTer Dreams" and "The Sensible

Thing") is a paradox which Fifzgerald will deveIOp more fully and

carefully in The GreaT Gastyt man ineviTany dreams of a beauTy and-

perfecTion, "a plaTonic realm ThaT could be compared only wiTh iTself.

beyond human wish or dream;" however, he aTTemst To build his Timeless

realm, wiTh riches and beauTy, The perishable, maTeriaI, corrupTible i

subsTances of his own world. Therefore, as boTh Braddock WashingTon's

and John Unger's experiences suggesT, The Purify of The dream can be

preserved only if man jgjj§_To aTTain his dream.

In "AbsoluTion," "a sTory inTended To porTray Gasty's early

life,"4' Fingerald again cenTers and objecTifies The dream-and-disillusion

paradox in Two characTers—-an aging priesT and a boy. AlThough The

sTory is mainly concerned wiTh young Rudolph Miller's rejecTion of his  
guilTs and fears and his escape inTo a world of dreams and fanTasy,

if is of The same Time a recounTing of The spiriTual and emoTional crisis

of FaTher Schwarfz. In facT, by framing The boy's sTory wiTh The priesT's

recogniTion of his own agony, Fingerald deliberaTely parallels The Two

crises and uses one To mirror The oTher.

Fingerald begins The sTory wiTh a vivid and sensual porTrayal

of The priesT's suffering:

There was once a priesT wiTh cold, waTery eyes, who in

The sTill of The nighT wepT cold Tears. He wepT because

he was unable To aTTain a compleTe mysTical union wiTh our

Lord. SomeTimes near four o'clock, There was a rusTle

of Swede girls along The paTh by his window, and in Their

shrill IaughTer he found a Terrible dissonance ThaT made him

pray loud for The TwilighT To come. AT TwilighT The IaughTer

and The voices were quiefen . . . BuT There was no escape,

from The hoT madness of four o'clock. From his window, as

far as he could see, The DakoTa wheaT Thronged The valley of

The Red River. The wheaT was Terrible To look upon and The

carpeT paTTern To which in agony he benT his eyes senT his
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ThoughTs brooding Through groTesque IabyrinThs, open always

To The unavoidable sun. 2

Aside from carefully evoking a sense of mood and place, Fingerald

deplcTs The sensualiTy which surrounds The priesT and effecTs him as an

aphrodisiac. IT is FaTher Schwarfz's response To This sensualiTy which

is The cause of his disillusion: for having Taken The vows of chasTiTy,

FaTher SchwarTz has become acuTely aware of his InabiliTy To realize

his dream of aTTaining "a compleTe mysTical union wiTh our Lord."

While The priesT is in The midsT of his agony, young Rudolph

Miller enTers his sTudy osTensibly To c0nfess his sins and receive

absoluTion. As he begins his confession, iT becomes obvious ThaT his con—

flicT is very similar To ThaT of The priesT. Rudolph, Too, has been

unable To reconcile his desires wiTh his guilTs and fears. Like FaTher

SchwarTz, The young boy senses ThaT There is someThing powerful and

compelling wiThin him which is in conflicT wiTh whaT he has been TaughT

To believe and To feel. When he enTers confession, The boy Thinks ThaT

"He musT Try now wiTh all his mighT To be sorry for his sins--noT because

he was afraid, buT because he had offended God. He musT convince God

ThaT he was sorry and To do so he musT firsT convince himself."43

Having recenTIy seen a young boy and girl necking in a haylofT,

Rudolph "could noT Tell FaTher SchwarTz how his pulse had pumped in his

wrisT, how a sTrange, romanTic exciTemenT had possessed him. . . ."44

Rudolph's immediaTe reacTion To The scene was fear of punishmenT and

reTribuTion and Then guiIT. MomenTarily frighTened, he avoids Telling

The priesT his True feelings. A momenT laTer, however, a sTrange

sensaTion comes over him. He realizes ThaT by wiThholding informaTion

he has, for The firsT Time, lied in confession. To his amazemenT, he

feels no guilT, no fear of eTernal damnaTion:
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A minuTe laTer when he emerged info The TwilighT, The

relief in coming from The muggy church inTo an open

world of wheaT and sky posTponed The full realizaTion

of whaT he had done. lnsTead of worrying he Took a

deep breaTh of The crisp air and began To say over and

over To himself The words 'BlaTchford SarnemingTon,

BIaTchford SarnemingTonl'

Rudolph's subsequenT invocaTion of his imaginary aITer—ego BIaTchford

SarnemingTon is The firsT sTage in The berh of his new self: "BIaTchford

SarnemingTon was himself.. . . When he became BIaTchford . . . a suave

nobiliTy flowed from him. BIaTchford SarnemingTon lived in greaT sweeping

Triumphs."46

AlmosT aT once, however, his "exhilerafion faded ouT and his

mind cooled, and he felT The horror of his lie. God, of course, already

knew of iT--buT Rudolph preserved a corner of his mind where he was

safe from God, where he prepared The subTerfuges wiTh which he ofTen

TriCked God. Hiding now in This corner he considered how he could besT

avoid The consequences of his misTaTemenT."47

 

Hoping now To avoid communion, The nexT morning Rudolph

defianle aTTemst To drink a glass of wafer while his angry faTher

waTches. He is surprised To find ThaT his faTher's subsequenT ThreaTs and

warnings of "reform school" and "hell“ no longer inTlmidaTe him:

NoT even This familiar ThreaT could deepen The abyss ThaT

Rudolph saw before him. He musT eiTher Tell all now, offering

his body for whaT he knew would be a ferocious beaTing, or

else TempT The ThunderbolTs by receiving The Body and Blood

of ChrisT wiTh sacrilege on his soul. And of The Two The

former seemed more Terrible.. .48

AT church ThaT morning Rudolph TesTs his new freedom by

deliberaTely lying once more in confession. As soon as The words are ouT

of his mouTh he cringes in fear as he awaiTs The ineviTable punishmenT:
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"There was no reason why God should noT sTop his hearT. During The pasT

Twelve hours he had commiTTed a series of morTal sins increasing in graviTy,

and he was now To crown Them all wiTh a blasphemous sacrilege."49 As he

proceeds To Take communion, Rudolph's guilTs once again overwhelm him.

He was "alone wiTh himself, drenched wiTh perspiraTion and deep in morTal

sin. As he walked back To his pew The sharp Taps of his cloven hoofs

were loud upon The floor, and he knew iT was a dark poison he carried In

his hearT."50 BuT surprisingly when no bolT of IighTening flashes down

from The sky To sTrike him dead, The boy feels a sense of relief:

A maudlin exulTaTlon filled him. NoT easily ever again

would he be able To puT an absTracTion before The necessiTles

of his ease and pride. An invisible line had been crossed

and he had become aware of his isolaTion--aware ThaT if

applied noT only To Those momenTs when he was BIaTchford

SarnemingTon, buT ThaT IT applied To all his inner life.

HiTherTo such phenomena as 'crazy' ambiTions and peTTy shames

and fears had been buT privaTe reservaTlons, unacknowledged

before The Throne of his official soul. Now he realized

unconsciously ThaT his privaTe reservaTlons were himself--and

all The resT a garnished fronT and a convenTional flag. The

pressure of his envlggnmenf had driven him info The lonely secreT

road of adolescence.

AlThough IT seems as if Rudolph has momenTarily escaped his

guilTs and fears abouT his family and his religion, Fifzgerald implies

ThaT The boy's decision never again "To puT an absTracTion before The

necessiTles of his ease and pride" is a self-delusion, a fanTasy. For,

in facT, Rudolph only has subsTiTuTed a new seT of absTracTions for The

old ones:

There was someThing ineffably gorgeous somewhere ThaT had

noThing To do wiTh God. He no longer ThoughT ThaT God was

angry aT him abouT The original lie, because He musT have

undersTood ThaT Rudolph had done iT To make Things finer In

The confessional, brighTening up The dinglness of his

admissions by saying a Thing radianT and proud. AT The momenT

when he had affirmed immaculaTe honor a silver pennon had flapped
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ouT inTo The breeze somewhere and There had been The crunch of
leaTher and The shine of silver spurs and a Troop of horsemen
waiTing for dawn on a low green hill. The sun had made sTars
of lighT on Their breasT plaggs like The picTure aT home of The

German cuirassiers 6T Sudan.

Hence, Fingerald implies ThaT Rudolph has simply replaced

God wiTh new absTracTions found in his romanTic dream-—beauTy, honor

and chivalry.

AT The end of The sTory having seen his own dream of aTTaining

"a compleTe mysTical union wiTh our Lord" shaTTered by The sensualiTy

of life around him and by The real sexual urges he feels, FaTher

SchwarTz desperaTely warns The boy:

'Well, go and see an amusemenT park. lT's a Thing like a

fair, only much more gliTTering. Go To one aT nighT and

sTand a liTTle way off from iT in a dark place-~under dark

Trees. You'll see a big wheel made of lighTs Turning in The

air, and a long slide shooTing boaTs down inTo The wafer.

And a band playing somewhere, and a smell of peanuTs--and

everyThing will Twinkle. BuT IT won'T remind you of anyThing,

you see. IT will all jusT hang ouT There In The nighT like

a colored balloon——like a big yellow IanTern on a pole.. . .

BuT don'T geT up Too close . . . because if you do you'll only

feel The beef and sweaT and The Iifef53

Because of his own failure To reconcile his dual urges, The priesT knows

ThaT puffing anoTher absTracTion in place of a discarded one resulTs only

in dangerous self-delusion. By porTraying The simulTaneous conflicTs

of boTh The boy and The priesT, FingeraId is raising The complex, human,

and painfully real problem man faces when his absTracT dreams ineviTany

clash wiTh realiTy. The moralisT or "spoiled priesT" in Fingerald is

suggesTing To The "romanTic young man" ThaT in seeking "someThing

ineffably gorgeous which had noThing To do wiTh God," punishmenT will

be meTed ouT, buT noT by Divine Providence. For when Rudolph Miller's

absTracT dreams do fasTen onTo concreTe, Tangible realiTy, he Too, like

The priesT, will ineviTably suffer disillusion and loss of his dreams.
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In all four sTories, Fingerald explores The dream-and—

disillusion paradox in some depTh and complexiTy and wiTh maTuring

insighT and perspecTive. In each one, he emphasizes The romanTic,

Illusory, and almosT ineffable qualiTy ThaT The dream embodies before

iT becomes aTTached To someThing Tangible, morTal and ulTimaTely

perishable. In summary, These sTories offer boTh sTrucTuaIIy and

ThemaTically The fullesT and mosT compleTe TreaTmenT of dream-and—

disilluslon in Fingerald's early work. If is Thus only a shorT sTep

from a work such as "AbsoluTion" To The creaTion of The GreaT Gasty.

 

 



VII THE GREAT GATSBY

JusT before The publicaTion of The GreaT_Gasty, Fingerald

wroTe To Maxwell Perkins explaining ThaT " . . . in my new novel I'm

Thrown direchy on purely creaTive work——noT Trashy lmaginings as in

my sTories buT The susTained imaginaTion of a sincere yeT radianT world-

. This book will be a consciously arTisTic achievemenT and musT

depend on ThaT as The firsT books did noT."l Fifzgerald's conTenTion

ThaT his novel "will be a consciously arTisTic achievemenT" is noT

simply an idle boasT. For sTrucTurally and ThemaTically, The GreaT

Gasty is The mosT inTegraTed piece of long flcTion ThaT Fingerald

wroTe.

As in "The Diamond as Big as The RITz" and "AbsoluTion,"

The GreaT Gasty has Two main characTers: The romanTic, enlgmaTic,

and symbolic Jay Gasty and The sTolid and sTaunch narraTor and

inTerpreTer, Nick Carraway. BoTh characTers, as John Henry Raleigh

poinTs ouT, offer conTrasTs in personaliTy, TemperamenT, and vision:

Allegorically considered, Nick is reason, experience, waking,

realiTy and hisTory, while Gasty is imaginaTion, innocence,

sleeping, dream, and eTerniTy. Nick is like WordsworTh

lisTening To The sTill, sad music of humaany, while

Gasty is like Blake seeing hosTs of angels In The sun.

The one can only look aT The facTs and see Them as Tragic;

The oTher Tries To Transform The facTs and see Them as an

acT of The imaginaTion. Nick's mind is conservaTive and

hisTorical, as is his lineage; Gasty's is radical and

apocalypTic—-as rooTIess as his heriTage. Nick is Too

much immersed In Time and in realiTy; Gasty Is hopelessly

ouT of iT. Nick is always wiThdrawing, while Gasty pursues
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The green lighT. Nick can'T be hurT, buT neiTher can he

be happy. Gasty can experience ecsTacy, buT his faTe is

necessarily Tragic. They are generally Two of The besT

Types of humaniTy: The moralisT and The radical.2

While Raleigh's comparisons seem a biT oversimplified, There is no

doubT ThaT Carraway and Gasty are separaTe and disTincT Types who

complemenT each oTher. Moreover, if is possible To view Them as

represenTing boTh "spoiled priesT" and "romanTic young man," Those Two

conflicTing and yeT complemenTary aspecTs of FingeraId's own dualisTic

naTure. Since FingeraId is conTrasTing The Two and since Carraway is

Gasty's "biographer," iT is imporTanT To come To Terms wiTh Nick's

characTer and wiTh his funcTion as narraTor. In addiTion To being The

novel's inTerpreTer and, To some exTenT, Fifzgerald's spokesman, Nick is

The single source of informaTion and insighT inTo The mysTerious and

engimaTic world of Jay Gasty.

Clearly in his iniTial depicTion of Nick, Fingerald is

assigning him a dual funcTion——ThaT of parTicipanT and observer. And

because he is capable of boTh deTachmenT and sensiTiviTy and because he

is humanisTicaIly inclined,3 Nick is able To draw conTrasTs, make

comparisons, and also inTerpreT The significance of evenTs and people.

For example, succincTIy characTerizing The world of Tom and Daisy

Buchanan, he says: "Why They came EasT l don'T know. They had spenT

a year in France for no parTicular reason, and Then drifTed here and

. 4
There unresTfuIly wherever people played polo and were rIch TogeTher."

In ThaT one magnificenT epigram, Nick reveals The essence of The

Buchanans' world: a selecT and closed socieTy, a world characTerized

by an indolence, resTlessness, lack of direcTion. IT is a world In
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which iTs inhabiTanTs embody a kind of pride or moral superioriTy which
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For example, in describing Tom, Nick says: "' . . . I felT ThaT Tom

 

would drifT on forever seeking, a liTTle wisTfully, for The dramaTic

Turbulence of some irrecoverable fooTbaIl game."6 Nick goes on To

observe ThaT Tom had a " . . . hard mouTh and a supercilious manner

. arroganT eyes . . . enormous power . . . a body capable of

enormous leverage--a cruel body."7

Of his cousin Daisy, Nick observes: "Her face was sad and

lovely wiTh brighT Things in if, brighT eyes and a brighT mouTh, buT

There was an exciTemenT in her voice ThaT men who cared for her found

difficulT To forgeT; a singing compulsion, a whispered 'LisTen,’ a

promise ThaT she had done gay, exciTing Things, and ThaT There were

gay, exiTing Things hovering in The nexT hour."8 BuT in response To

Daisy's commenT ThaT "'I've been everywhere and seen everyone and

done everyThing. . . . SophisTicaTed—-l'm so sophisTicaTed,'"9 Nick says:

I felT The basic insinceriTy of whaT she had said.

If made me uneasy, as Though The whole evening had been

a Trick of some sorT To exacT a conTribuTary emoTion from

me. I waiTed, and sure enough, in a momenT she looked

aT me wiTh an absoluTe smirk on her lovely face, as If

she had asserTed her membership in a raTher diBTinguished

secreT socieTy To which she and Tom belonged.

In conTrasT To The gliTTering buT spiriTuaIIy sTerile Buchanans

is The mysTerious and enigmaTic Jay Gasty. Upon firsT observing

Gasty, his WesT Egg neighbor, " . . . who was sTanding wiTh his hands
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in his pockeTs regarding The silver pepper of The sTars. Nick

surmises ThaT someThing in his leisurely movemenTs and The secure

posiTion of his feeT upon The lawn suggesTed ThaT iT was Mr. Gasty

himself, come ouT To deTermine whaT share was his of our local heavens."ll

IT is evidenT from The delicaTe TexTure and poeTic qualiTy of The

language Nick uses To describe Gasty ThaT he views his neighbor's

nigthy riTualisTic vigil wiTh a kind of wonder and awe:

. he gave a sudden inTlmaTion ThaT he was conTenT

To be alone——he sTreTched OuT his arms Toward The

dark waTer in a curious way, and,far as l was from him,

I could have sworn he was Trembling. lnvolunTarily,

I glanced seaward--and disTinguished noThing excepT a

single green lighT, minuTe and far away, ThaT mighT

have been The end of a dock. When I looked once more

for Gasty he had vanished, and l was alone again in The

unquieT darkness.

In comparing and conTrasTing boTh EasT and WesT Egg, Nick

sees beneaTh mwafifa‘pp‘a’fiffirmfiflffifie—sefiTeflséHTfidI-fimnce

mmmwafirrc asemisgfiaa‘éfi‘Sa‘fg‘y'iswmras Wmfiqe ,

 
GagmlsMéMET-‘Ffi‘mfins-swig-ma; someThing which aTTracTs

Nick and which he wishes To explore more deeply. ln singling ouT for

praise "'Gasty who represenTed everyThing for which'" Nick has "an

unaffecTed scorn," Nick is admiTTing ThaT alThough This sTrange

characTer offends his own sense of proprieTy, sTill "There was someThing

gorgeous abouT him, some heighTened sensiTiviTy To The promises of

life . . . -—iT was an exTraordinary gifT for hope, a romanTic readiness

such as l have never found in any oTher person and which iT ls noT

likely I shall ever find again."'3

The ouTraged moralisT in Nick——The "spoiled priesT" who wanTs

The "world To be in uniform and aT a sorT of moral aTTenTion forever"-—
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Q'FFupiliiiLhngs, BuT The humanisT in Nick also recognizes ThaT This

man possesses some inTanglble qualiTy-—call iT goodness, puriTy, or

perhaps a sTrange kind of naive innocence——which seTs him aparT from

The sordid, morally corrupT, and spiriTually barren world of The

Buchanans, Jordan Baker, and laTer, Meyer Wolfsheim. For as he commenTs:

"No, Gasty Turned ouT all righT in The end; iT was whaT preyed on  
Gasty, whaT foul dusT floaTed in The wake of his dreams ThaT Temporarily

closed ouT my inTeresT in The aborTlve sorrows and shorT—winded elaTions

of men."'4

As The "spoiled priesT" Telling and evaluaTing boTh his own and

The "romanTic young man" Jay Gasty's sTory, Nick is The ideal narraTor.

Capable of objecTiviTy and deTachmenT, he is able To sTand ouTside

The world of This novel and commenT upon iTs corrupTions. AT The same

 
Time Nick is noT Too cynical, or Too deTached. By singling ouT Gasty

inn-N.

for praise and sympaThy, Ntfikfiisziiée—ameTTTn§rfi%+EniEiiflnfiififlfilY

m

indulging hTs’ownar-mfitctflCLL‘a‘FlOTl'é‘IH

 

"g lWhlngsl'a-s-‘IEmy.WWWMW

For several oTher reasons, Nick is eminenle qualified To

narraTe and inTerpreT This complex Tale. FirsT, he is linked To all

of The major characTers in The novel by virTue of Their common back—

ground. CommenTing aT The end of The novel, Nick observes: "I see now

ThaT This has been a sTory of The WesT, afTer all-—Tom and Gasty, Daisy,

Jordan and l, were all WesTerners, and perhaps we possessed some

deficiency in common which made us singularly unadapTable To EasTern

life."'5 BuT unlike Gasty whose parenTs were poor DakoTa farmers and

unlike Tom, Daisy, and Jordan who were born inTo wealTh, Nick's family,

he says, are "someThing of a clan, and we have a TradiTion ThaT we're
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."'6 WhaT aT firsT seemsdescended from The Dukes of Buccleuch,

To be snobbishness on Nick's parT is, in facT, a deep sense of respecT

and reverence for TradiTion learned in a communiTy ". . . where

"7 Anddwellings are sTill called Through decades by a family's name.’

alThough Nick also undersTands ThaT The middle-wesT is in many ways dull

and narrow—minded (iT is one of The reasons he has come EasT), he clings,

neverTheless, To The old VicTorian belief ThaT communiTy and TradiTion

fosTer in one a sense of inTegriTy and responsibiliTy.

More significanle, Nick‘s upbringing has TaughT him The

imporTance of resTrainT and paTience. "Reserving judgemenTs," he

says, "is a maTTer of infiniTe hope. I am sTill a liTTle afraid of

missing someThing if I forgeT ThaT, as my faTher snobbishly suggesTed, and

l snobbishly repeaT, a sense of The fundamenTal decencies is parcelled

"'8 Nick also does noT forgeT his faTher'souT unequally aT birTh.

admoniTion as he seeks Those rare individuals who possess genuine human

goodness, ThaT qualiTy of humaniTy and incorrupTibiliTy which mighT be

described as "puriTy," "inTegriTy," "beauTy," and "love." And he

cannoT be fooled or cajoled inTo accepTlng any Shams or subsTiTuTes.

As he says of himself wiTh a Tinge of self-irony, "I am one of The few

honesT people I have ever known."'9 In facT, Fingerald deliberaTely

endows Nick wiTh The "fundamenTal decencies" of responsibiliTy and

honesTy; for if he is To be The window Through which Gasty and The oThers

are viewed, he musT be boTh worThy of TrusT and dependable.

Curiously drawn by Gasty's mysTery and allure, Nick aTTemst

To peneTraTe The veil of secrecy surrounding Gasty, and he is inviTed To
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aTTend one of Gasty's famous parTies. His lniTial reacTion To his

mysTerious hosT is a mixTure of awe and skepTicism; heEQ-IIfiUGQSBSWEEih

gsafl—inrgmswnfe’EHZ’TS‘F‘FHJ’SBME "TTnTér,"'E'§'3lmios‘l‘h"a" "FEBFIEETTBETa

fraud:

He smiled undersTandingly—-much more Than undersTandingly.

IT was one of Those rare smiles wiTh a qualiTy of eTernal

reassurance in iT, ThaT you may come across four or five  Times in life. lT faced—-or seemed To face--The whole

exTernal world for an insTanT, and Then concenTraTed on

'you' wiTh an irresisTible prejudice in your favor. lT

undersTood you jusT as far as you wanTed To be undersTood,

believed in you as you would like To believe in yourself,

and assured you ThaT if has precisely The impression of you

ThaT, aT your besT, you hoped To convey. Precisely aT ThaT

poinT iT vanished—~and l was looking aT an eleganT young

roughneck, a year or Two over ThirTy, whose elaboraTe

formaliTy of speech jusT missed being absurd. SomeTime before

he inTroduced himself I'd goT a sTrong impression ThaT he

was picking his words wiTh care.

Because he views Gasty, aT leasT in parT, as possessing some

moral superioriTy or "heighTened sensiTiviTy," Nick suggesTs ThaT Gasty's

moTlve for Throwing his magnificenT and gaudy parTies is noT simply a

need To show off or To please his guesTs: "I would have accepTed wiThouT

quesTion The informaTion ThaT Gasty sprang from The swamps of Louisiana

or from The lower EasT Side of New York. BuT young men didn'T—-drifT

coolly ouT of nowhere To buy a palace on Long Island."2| Observing his

hosT more closely, Nick becomes conscious of Gasty's obvious remoTeness

and inTense preoccupaTion. AT The close of The evening, Nick finds

Gasty sTanding alone on his porch:

A wafer of a moon was shining over Gasty's house,

making The nighT as fine as before . . . A sudden

empTiness seemed To flow now from The windows and The

greaT doors, endowing wiTh compleTe isolaTion The

figure of The hosT, who sTood on The porch, his hand

up in a formal gesTure of farewell.
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The nexT day, Gasty inviTes Nick To accompany him To New York

CiTy. En rouTe, Gasty drops his guard and suddenly begins To unfold an

incredible hisTory. AT firsT he Tells The sTarTled Nick: "' . . . I

lived like a young rajah in all The capiTals of Europe-—Paris, Venice,

Rome-—collecTing jewels . . . hunTing big game, painTing a liTTle, Things

for myself only, and Trying To forgeT someThing very sad ThaT happened

To me long ago.'"23 Nick's iniTial reacTion To The fanTasTic Tale is a

mixTure of skepTicism and disbelief: "WiTh an efforT I managed To

resTrain my incedulous IaughTer. The very phrases were worn so Threadbare

ThaT They evoked no image excepT ThaT of a Turbaned 'characTer' leaking

sawdusT aT every pore as he pursued a Tiger Through The Bois de Boulogne."24

However, Nick's increduliTy, is quickly dispelled when having

relaTed an equally fanTasTic Tale of his heroic efforTs during The war,

GaTs y produces a medal of valor from MonTenegro. Now, almosT compleTely

mesmerized, Nick marvels:

LiTTle MonTenegro! He lifTed up The words and nodded aT Them--

wiTh his smile. The smile comprehended MonTenegro's Troubled

hisTory and sympaThized wiTh The brave sTruggles of The

MonTenegrin people. lT appeciaTed fully The chain of naTional

circumsTances which had eliciTed This TribuTe from MonTenegro's

warm liTTle hearT. My increduliTy was submerged in fascinaTion

now; iT was like skimming hasTily Through a dozen magazines.

Nick drops The lasT of his reservaTions when Gasty produces a picTure

of himself Taken aT Oxford. MomenTarily charmed, Nick no longer cares

if The sTories are True or fabulous fairy-Tales; now he wanTs fervenle

To believe Gasty: "Then iT was all True, I saw him opening a chesT

Of rubies To ease, wiTh Their crimson-lighTed depTHB, The gnawing of his

broken hearT."26

EnchanTed by Gasty's viTaIiTy and dream weaving, Nick now

underfakes The Task of boTh uncovering, reconsTrucTing and finally
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Dgfiflgggfiekt "Then iT had noT been merely The sTars To which he had

aspired on ThaT June nighT," Nick Thinks. "He came alive To me, delivered

suddenly from The womb of his purposeless splendor."27

Nick surmises ThaT Gasty, born James GaTz, never really

accepTed his loT in life:

James GaTz—-ThaT was really, or aT leasT legally, his name.

He had changed iT aT The age of sevenTeen . . . I suppose

he'd had The name ready for a long Time, even Then. His

parenTs were shileess and unsuccessful farm people--his

imaginaTion had never really accepTed Them as his parenTs

aT all.

Even aT an early age, Then, There was someThlng remoTe and romanTic,

someThing unusual and compelling abouT GaTz. According To Nick:

The TruThwas ThaT Jay Gasty of WesT Egg,Lfim

c ”c p..ouOTWJHTHEGT.

which, if iT means anyThing,means jusT ThaT——

and he musT be abouT his faTher' 5 business, The service of a

vasT.vulgar an d TWWQuS—beauiyt_;kp ,“ ' u-'3

.; ay-GafsbyThaT a sevenTeen-year-de‘w60Td“Ue 'leeTy

. anWmfewfhfuLLweend. 2‘9

    

James GaTz' "PlaTonic concepTlon of himself" funcTions much like

Rudolph Miller's alTer-ego BlaTchford SarnemingTon. IT is The escape

and rebellion of an imaginaTive, sensiTive young man growing up in

bleak and barren surroundings. Young GaTz' only alTernaTive To The

harshness and sTeriliTy of his exisTence is his fanTasy-life, his dreams.

Moreover, in sTaTing ThaT he " . . . Sprang from his PlaTonic concepTion

Of himself," Nick is invesTing GaTz wiTh a sensiTiviTy, an innocence, and

qualiTy of romance which setshim aparT from ordinary men. IT is The

PlaTonic person who sees beyond The sensual realiTy and imperfecTion  
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of his own earThly exisTence To a realm of pure splriTual essences and

archeTypes. Nick is implying, Therefore, ThaT Though unaware of his

goals, GaTz is seeking a goodness, TruTh, and beauTy which Transcend

his bleak exisTence. Sensing ThaT life offers much more Than The dull

day—To-day rouTine he has experienced, GaTz, in his dreams, imagines

an exisTence which is beauTiful and TranscendenT, radianT and hopeful.

‘BuT his hearT was in a consTanT, TurbulenT rioT. The mosT

groTesque and fanTasTic conceiTs haunTed him in his bed aT

nighT. A universe of ineffable gaudiness spun iTself ouT

in his brain while The clock Ticked on The washsTand and The

moon soaked wiTh weT lighT his Tangled cloThes upon The

floor. Each nighT he added To The paTTern of his fancies

unTil drowsiness closed down upon some vivid scene wiTh an

oblivious embrace. For a while These reveries provided an

ouTleT for his imaginaTion; They were a saTisfacTory hinT

of The unrealiTy of realiTy, a promise ThaT The rock of The

world was founded securely on a falry's wing.5O

Because his imaginaTion is forced To draw from his limiTed, narrow

experience, The dreams, aT firsT, had To be composed of " . . . an

ineffable gaudiness," of shifTing shapes, forms, and colors. Having

as yeT no concreTe idea of whaT would consTiTuTe a beTTer life, GaTz

inTuiTively discerns someThing more glorious, more beauTiful, and more

exciTing To life.

According To Nick, GaTz' dream remains alive yeT unspecific

in his imaginaTion unTil The day he slghTs Dan Cody's yachT in Lake

Superior:

lT was James GaTz who had been loafing along The beach ThaT

afTernoon in a Torn green jersey and a pair of canvas panTs,

buT if was already Jay Gasty who borrowed a rowboaT, pulled

ouT To The 'Tuolomee', and informed Cody ThaT a wind mighT

caTch him and break him up in half an hour.3

Nick says: "To young GaTz, resTing on his oars and looking up aT The

railed deck, ThaT yachT represenTed all The beauTy and glamour in The
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world."32 Thus, aT sevenTeen, " . . . aT The specific momenT ThaT wiT—

nessed The beginning of his career."33 GaTz' absTracT and formless

dream finally fasTens To someThing concreTe and maTerial. James GaTz'

dream, his vague sense of a beTTer life, draws him To The kind of

exisTence Dan Cody incarnaTes—-a life dedicaTed To The pursuiT of wealTh

and beauTy, sTaTus and power. For as The youThful Gasty learns from

Cody, only wealTh and power can purchase The " . . . vasT, vulgar and

mereTricious beauTy . . . " To which he aspires.

However romanTic a figure Cody appears To be To The impression—

able boy, The more objecTive and moralisTic Nick recognizes The slnisTer

and sordid aspecTs of Cody's life and personaliTy. AT one poinT Nick

describes him as " . . . ——The pioneer debauchee: who during one phase

of American life broughT back To The EasTern seaboard The savage violence

of The fronTier broThel and saloon.. . . And iT was from Cody ThaT he

[CaTzJ inheriTed money——a legacy of TwenTy—five Thousand dollars."34

Thus, as Nick suggesTs, Gasty's "PlaTonic" dream, almosT from iTs

incepTion, is Tied To maTerial corrupTion.

AfTer Cody dies, Gasty begins To pursue his own forTune, buT

very soon afTer he meeTs and falls irrevocably in love wiTh The "golden

girl," The rich and beauTiful Daisy Fay. Taken TogeTher, greaT wealTh

and greaT physical beauTy are perhaps The Two mosT powerful and compelling

forces To which all men respond. And for Gasty, who yearns deeply for

boTh, Daisy is irresisTible. Explaining her allure, Gasty Tells Nick:

"Her voice was full of moneyJ' Nick responds: "I'd never undersTood

before. IT was full of money--ThaT was The inexhausTible charm ThaT rose

and fell in iT, The jingle of iT, The cymbal's song of iT.. . . High

"35
in a whiTe palace The king's daughTer, The golden girl Moreover,

Nick adds:
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. Gasty was overwhelmingly aware of The youTh and mysTery

ThaT wealTh imprisons and preserves, of The freshness of many

cloThes, and of Daisy, gleaming like silver, safe and proud above

The hoT sTruggles of The poor. 6

Overwhelmed by all ThaT Daisy is and represenTs, Gasty

deTermines To win her. In The novel's key ThemaTic passage, Nick

 explains:

. . One AuTumn nighT, five years before, They had been

walking down The sTreeT when The leaves were falling, and

They came To a place where There were no Trees and The

sidewalk was whiTe wiTh moonlighT. They sTopped here and

Turned Toward each oTher. Now iT was a cool nighT wiTh

ThaT mysTerious exciTemenT in iT which comes aT The Two

changes of The year. The quieT lighTs in The houses were

humming ouT inTo The darkness and There was a sTir and

busTle among The sTars. OuT of The corner of his eye

Gasty saw ThaT The blocks of The sidewalks really formed

a ladder and mounTed To a secreT place above The Trees-—he

could climb To iT, if he climbed alone, and once There he

could suck on The pap of life, gulp down The incomparable

milk of wonder. His hearT beaT fasTer and fasTer as Daisy's

whiTe face came up To his own. He knew ThaT when he kissed

This girl and forever wed his unuTTerable visions To her

perishable breaTh, his mind would never romp again like

The mind of God, So he waiTed, lisTening for a momenT

longer To The Tuning fork ThaT had been sTruck upon a sTar.

Then he kissed her. AT his lips Touch she blossomed for him

like a flower and The incarnaTion was compleTe.

Here Nick inTerpreTs, as Gasty never could, The Tragic paradox of Gasty's

romanTic dream and, by exTension, of all Those who dream. For as Nick

suggesTs, from The momenT Gasty "incarnaTes" his PlaTonic dream of

perfecTion and pure beauTy in The morTal, "perishable" form of Daisy Fay,

The dream iTself is forever shaTTered. So long as The dream remains in

The imaginaTion, in The inner life, if can flourish. BuT The momenT ThaT

"perfecT" dream fasTens onTo a Tangible, maTerial objecT or person, iT

Takes on all of The forms, forces, and Tensions of life in The physical

and maTerial world and is Thus subjecTed To decay, corrupTion and morTaliTy.
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Gasty, Then, could have reTained his dream only if he had noT aTTached

iT firsT To Cody's maTerlal wealTh and Then To Daisy's phySical beauTy.

"' . . . he could climb To lT,'" Nick explains, "'if he climbed alone,

and once There he could suck on The pap of life, gulp down The

incomparable milk of wonder.'" BuT aT ThaT very momenT of incarnaTlon--

when he kisses Daisy-~Nlck suggesTs, Gasty's PlaTonic dream is already

behind him. Gasty is, of course, aware of none of This. For him,

Daisy is aT firsT only a TargeT of irresisTible desire, an objecT To

be used and passed by en rouTe To oTher dreams:

'I can'T describe To you how surprised I was To find OUT I

loved her, old sporT. I hoped for a while ThaT she'd Throw

me over, buT she didn'T because she was in love wiTh me Too.

8he ThoughT I knew a loT because I knew differenT Things from

her . . . Well, There I was,'way off my amblTlons, geTTing

deeper and deeper in love every minuTe, and all of a sudden I

didn'T care. WhaT was The use of doing greaT Things if i 38

could have a beTTer Time Telling her whaT l was going To do.’

Nick highlighTs Gasty's iniTial disappoinTmenT and his growing awareness

of unexpecTed consequence:

'IT didn'T Turn ouT as he had imagined. He had inTended,

probably, To Take whaT he could and go--buT now he had

commiTTed himself To The following of a grail . . . She

vanished inTo her rich house, inTo her rich, full life,

leaving Gasty--noThing. He felT married To her, ThaT was

all.'3

AfTer losing Daisy To Tom, Gasty believes, unlike DexTer

Green, who weeps for The irrevocable loss of his "winTer dreams,"

ThaT he can regain Daisy and wiTh her "ineffable" dreams. Refusing To

believe ThaT The pasT is irreversible, Gasty Tells Nlck wiTh greaT

convicTion and sinceriTy:
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'Can'T repeaT The pasT?‘ he cried incredulously. 'Why
of course you can!’

He looked around him wildly, as if The pasT were lurking
here in The shadow of his house, jusT ouT of reach of his
hand.

'l'm going To fix everyThing jusT The way iT was before,‘
he said, nodding deTerminedly, 'She'll see.‘40

"He Talked a loT abouT The pasT," Nick recounTs, "and | gaThered ThaT

he wanTed To recover someThing, some idea of himself perhaps, ThaT had

gone inTo loving Daisy. His life had been confused and disordered

since Then, buT if he could once reTurn To a cerTain sTarTing place

and go over iT all slowly, he could find ouT whaT ThaT Thing was."4|

Gasty's quesT To "repeaT The pasT," Nick suggesTs, is an

aTTempT To recapTure ThaT "PlaTonic" image of himself he had had

before he kissed Daisy and "wed his unuTTerable visions To her perishable

breaTh." BuT To do This, Gasty believes ThaT he musT firsT make Daisy

disavow her love for Tom:

He wanTed noThing less of Daisy Then ThaT she should 90

To Tom and say 'I never loved you.’ AfTer she had

obliTeraTed four years wiTh ThaT senTence They could

decide upon The more pracTical measures To be Taken. One

of Them was ThaT, afTer she was free, They were To go

back To Louisville and be married from her house--jusT as

if iT were five years ago.42

Observing Gasty's reacTions To his firsT meeTing wiTh Daisy

afTer five years, Nick says:

He had passed visibly Through Two sTaTes and was enTering

upon a Third. AfTer his embarrassmenT and his unreasoning

joy he was consumed wiTh wonder aT her presence. He had

been full of The idea for so long, dreamed iT righT Through

To The end, waiTed wiTh his TeeTh seT, so To speak, aT an

inconceivable piTch of inTensiTy. Now aT The reacTion, he

was running down like an over—wound clock.

AS The iniTial shock of seeing Daisy again gradually wears off, Nick

senses Gasty's disappoinTmenT:
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Possibly iT had occurred To him ThaT The colossal significance

of ThaT lighT had now vanished forever. Compared To The greaT

disTance ThaT had separaTed him from Daisy iT had seemed very near

To her, almosT Touching her. IT has seemed as close as a sTar

To The moon. Now iT was again a green lighT on a dock. His

counT of enchanTed objecTs had diminished by one.44

Even Though afTer five years Daisy fails To equal The heighTened qualiTy

of Gasty's dreams, Nick is amazed To find ThaT Gasty sTill clings wiTh

N

absoluTe fideliTy To his quesT:

There musT have been momenTs even ThaT afTernoon when Daisy

Tumbled shorT of his dream-—noT Through her own faulT, buT

because of The colossal viTaIiTy of his illusion. IT had gone

beyond her, beyond everyThing. He had Thrown himself inTo lT

wiTh a creaTive passion, adding To iT all The Time, decking iT

ouT wiTh every brighT feaTher ThaT drifTed his way. No amounT

of fire or freshness can challenge whaT a man will sTore up in

his ghosle hearT.4

The ineviTable confronTaTion beTween Gasty and Tom is The

cenTral dramaTic scene in The novel. IT is here ThaT Gasty's fairy—

Tale dream of regaining The princess crumbles. ill-prepared, Gasty

confronTs Tom Buchanan wiTh The facT ThaT he and Daisy are in love.

In reTaliaTion, Tom mercilessly and vengefully exposes Gasty's corrupTion,

his alleged booTlegging and his involvemenT wiTh Meyer Wolfsheim,

man who fixed The l9|9 World Series. As Tom Trlumphanle and

vindicTively conTinues To beraTe, discrediT, and TaunT Gasty, Nick

observes his friend's panic:

he began To Talk exciTedly To Daisy, denying everyThing,

defending his name againsT accusaTions ThaT had noT been made.

BuT wiTh every word she was drawing furTher and furTher inTo

herself, so he gave ThaT up, and only The dead dream foughT

on as The afTernoon slipped away, Trying To Touch whaT was

no longer Tangible, sTruggling unhappily, undespairingly, Toward

ThaT losT voice across The room.
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DespiTe being hopelessly beaTen, Gasty sTill will noT give

up his quesT. Following The accidenT in which Daisy inadverTenle

kills Tom's misTress, Merle Wilson, Gasty sTeps forward and Takes The

blame. By sacrificing himself for Daisy, Gasty now assumes The role

of Daisy's proTecTor, her knighT in shining armor, ironically,--The

hero of all romanTic dreams and fairy-Tales. "She'll be all righT

Tomorrow," he Tells Nick afTer The accidenT. "l'm jusT going To

waiT here and see if he Tries To boTher hen . . . She's locked herself

inTo her room, and if he Tries any bruTaliTy, she's going To Turn The

lighT ouT and on again."47

AlThough Gasty cannoT admiT To himself ThaT his dream of

winning Daisy is behind him, Nick sees boTh The fuTiliTy of Gasty‘s quesT

and The magnificence of his dedicaTion. For as Gasty keeps his self—

appoinTed proTecTive vigil ouTside The Buchanan's home, Nick, peering

in The window, observes Tom and Daisy siTTing TogeTher aT The kiTchen

Table:

They weren'T happy, and neiTher of Them had Touched The

chicken or The ale-—and yeT They weren'T unhappy eiTher.

There was an unmisTakable air of naTural inTimacy abouT

The picTure, and anybody would haVe said ThaT They were

conspiring TogeTher.48

Describing The scene, Nick renders Gasty's paThos:

He puT his hands in his coaT pockeTs and Turned back eagerly

To his scruTiny of The house, as Though my presence

marred The sacredness of The vigil. 50 l walked away and

lefT him sTanding There in The moonlighT—-waTching over

noThing.‘

DespiTe knowing of Gasty's corrupTion and despiTe his own deep moral

fiber, Nick is so Taken by his friend's single—minded dedicaTion and
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unwavering faiThfulness To his "incorruplele dream" ThaT he sees

him as an innocenT——morally and spiriTually superior To all of The

oThers:

'They're a roTTen crowd,‘ I shouTed across The lawn. 'You're

worTh The whole damn bunch puT TogeTher.‘

I've always been glad I said ThaT. IT was The only complimenT

I ever gave him, because I disapproved of him from beginning To

end. FirsT he nodded poliTely, and Then his face broke inTo

ThaT radianT and undersTanding smile, as if we'd been in

ecsTaTic cahooTs on ThaT facT all The Time . . . I ThoughT of The

nighT when l firsT came To his ancesTral home, Three monThs

before. The lawn and The drive had been crowded wiTh The faces

of Those who guessed aT his corrupTion——and he had sTood on Those

sTeps, concealing his incorrupTible dream, as he waved Them

goodby.

 

Were iT noT for Nick's aTTracTion To and sensiTive undersTanding

of This mysTerious man, Gasty would seem jusT a gaudy clown or rackeTeer.

And in his final assessmenT of boTh his own and Gasty's experiences,

Nick endows his friend wiTh a Tragic magnificence and grandeur by

paralleling Gasty's pursuiT of Daisy wiTh The paradox and Tragedy of

The American Dream:

And as The moon rose higher The inessenTiaI houses began

To melT away unTil gradually I became aware of The old island

here ThaT flowered once for DuTch sailor's eyes—-a fresh,

green breasT of The new world. lTs vanished Trees ThaT had

made way for Gasty's house, had once pandered in whispers

To The lasT and greaTesT of all human dreams, for a TransiTory

enchanTed momenT man musT have held his breaTh in The presence

of This conTinenT, compelled inTo aesTheTic conTemplaTion he

neiTher undersTood nor desired, face To face for The lasT Time

in human hisTory wiTh someThing commensuraTe To his capaciTy

for wonder.

In The novel's final passages, Fingerald commenTs Through

Nick upon The paradox which lies aT The core of The American experience.

America is The only naTion in all of WesTern culTure To found iTs

civilizaTion upon a dream, a dream which asserTs ThaT America is The
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unwavering faiThfulness To his "incorrupTible dream" ThaT he sees

him as an innocenT—-morally and spiriTually superior To all of The

oThers:

'They're a roTTen crowd,‘ I shouTed across The lawn. 'You're

worTh The whole damn bunch puT TogeTher.'

I've always been glad I said ThaT. IT was The only complimenT

I ever gave him, because I disapproved of him from beginning To

end. FirsT he nodded poliTely, and Then his face broke inTo

ThaT radianT and undersTanding smile, as if we'd been in

ecsTaTic cahooTs on ThaT facT all The Time . . . I ThoughT of The

nighT when I firsT came To his ancesTral home, Three monThs

before. The lawn and The drive had been crowded wiTh The faces

of Those who guessed aT his corrupTion——and he had sTood on Those

sTeps, concealing his incorrupTible dream, as he waved Them

goodby.5O

Were iT noT for Nick's aTTracTion To and sensiTive undersTanding

of This mysTerious man, Gasty would seem jusT a gaudy clown or rackeTeer.

And in his final assessmenT of boTh his own and Gasty's experiences,

Nick endows his friend wiTh a Tragic magnificence and grandeur by

paralleling Gasty's pursuiT of Daisy wiTh The paradox and Tragedy of

The American Dream:

Nick

And as The moon rose higher The inessenTial houses began

To melT away unTil gradually I became aware of The old island

here ThaT flowered once for DuTch sailor's eyes——a fresh,

green breasT of The new world. lTs vanished Trees ThaT had

made way for Gasty's house, had once pandered in whispers

To The lasT and greaTesT of all human dreams, for a TransiTory

enchanTed momenT man musT have held his breaTh in The presence

of This conTinenT, compelled inTo aesTheTic conTemplaTion he

neiTher undersTood nor desired, face To face for The lasT Time

in human hisTory wiTh someThing commensuraTe To his capaciTy

for wonder.

In The novel's final passages, Fingerald commenTs Through

upon The paradox which lies aT The core of The American experience.

America is The only naTion in all of WesTern culTure To found iTs

civilizaTion upon a dream, a dream which asserTs ThaT America is The
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New Canaan, The new Eden, an earThly paradise seT aside by God for man

To make a fresh sTarT. In This "fresh, green breasT of The new world,"

TruTh, jusTice, equaliTy, and freedom should reside. By paralleling The

DuTch sailor's firsT vision of The New World To Gasty's relaTionship

wiTh Daisy, Nick correlaTes Gasty's dream wiTh The American dream.

While poinTing ouT The wonder and puriTy of boTh dreams, Nick recognizes

ThaT aT Their core lie maTerlalism and corrupTion. AlThough The DuTch

sailors saw The new world as a place in which They could make a fresh

sTarT, They came, aT The same Time, in search of riches-—gold and

Treasure. Thus, as Gasty's dream is incarnaTed in Daisy, so The dream

of The DuTch sailors will be maTerlalized by Their desire To possess The

riches and beauTy of The new world. This is The Tragic paradox of The

human condiTion: once man incarnaTes his imaginaTive dream of beauTy

and perfecTion in morTaI, TransiTory, and ulTimaTer perishable subsTances,

he ineviTably desTroys The dream.

In The novel's closing lines, Fingerald, Through Nick, wriTes

of This ineviTable human paradox:

Gasty believed in The green lighT, The orgiasTic fuTure

ThaT year by year recedes before us. IT eluded us Then,

buT ThaT's no maTTer-~Tomorrow we will run fasTer, sTreTch

ouT our arms farTher . . . And one fine morning—~80 we

beaT on, boaTs againsT The currenT, borne back ceaslessly

inTo The pasT. -

Thus, Fingerald suggesTs ThaT in sTriving To build a new world, man

succeeds only in re—creaTing The old one. Because of The naTure of

human experience, man is conTinually borne back To visions of The old

Eden. The dream, Therefore, always exisTs in The pasT before iTs

incarnaTion in an imperfecT, maTerial realiTy. For human experience has

demonsTraTed Time and again ThaT if man embodies his "incorrupTible

 

 



  

 



 

118

dream" in someThing real and immediaTe, The dream lneviTany Takes on

noT only The puriTies buT also The lmperfecTions of ThaT embodimenT.

So, aT The core of every human dream lies sadness, loss, and, ulTimaTely,

disillusion.

III

Like all of FingeraId's major flcTion, Then, The GreaT Gasty

is concerned wiTh The naTure and significance of dream-and—disillusion.

Gasty differs from FingeraId's oTher heroes who live wiTh a "greaT

dream" in his undying loyalTy To The pursuiT of his dream. Gasty never

really grasps his dream and so never Truly suffers disillusion. Never

giving up his quesT, he dies in The service of his dream and so remains

forever faiThful To ThaT "PlaTonic concepTion" of himself he creaTed

as a young man.

The success of The GreaT Gasty, I believe, lies wiTh

FingeraId's abiliTy To inTegraTe and objecTify wiThin a ficTional

sTrucTure Those formerly irreconcilable dualiTles of "spoiled priesT”

and "romanTic young man." As Fingerald himself laTer sTaTes in "The

Crack Up": "The TesT of a firsT—raTe inTelligence Is The abiliTy To

hold Two ideas in The mind aT The same Time and sTill reTain The abiliTy

To funcTion."53 Through Nick Carraway ”The spoiled-priesT" who boTh

narraTes and inTerpreTs Jay Gasty‘s quesT, FingeraId has found The

means by which he is able To hold in balance boTh sides of his own

dualiTy. AT The same Time, iT enables him To boTh deepen and broaden

The dream—and—dislllusion Theme unTil IT Touches firsT upon The

American dream and finally exTends To a Tragic vision of WesTern man.

 

 





 

 

VIII THE MAJOR THEME IN TRANSITION:

STORIES FROM |926-l930

 In Nick Carraway and Jay Gasty, Fingerald finally succeeded

in fully objecTifying The "spoiled-priesT"—-"romanTic young man"

dichoTomy. And The facT ThaT Gasty dies in The serVICe of his romanTic

dreams is significanT: iT marks a Turning poinT in Fingerald's ThoughT

and arT, especially in his TreaTmenT of The dream-and-disillusion Theme.

From The publicaTlon of "The Rich Boy" (I926) Through Tender is The NighT

(I934), mosT of FIngerald's heroes no longer sTruggle in quesT of Their

‘w 3,, youThful and romanTic dreams. lnsTead, his arT aT This Time reflecTs a

wi will
WC ’ Turning aWay from dreams To an increasing awareness of and concern wiTh

(2,095, if: , . .
(r;_/dISIIlusion and despaIr.

During These years, FingeraId himself suffered severe

 

emoTional seTbacks ThaT can be aTTribuTed parTially To Zelda‘s growing

insTabiliTy and parTially To his awareness of his own morTaliTy and

of his declining populariTy as a wriTer. Deeply disTurbed by These

developmenTs in his personal and professional life, Fingerald began

To drink more heavily, and feelings of hopelessness and despair pro-

gressively Took hold of him.

In The firsT half of his career, Fingerald's "poT-

boilers" reflecTed in miniaTure many of The kinds of characTers,
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siTuaTions, ideas, and Themes which he developed wiTh more depTh and

arTisTry in his beTTer shorT sTories and in his firsT Three novels. 80,

Too, wiTh his magazine sTories beTween I926—I930. They reveal his

growing sense of sadness and disillusion aT The loss of his youThful

dreams, a Theme which he deepens in much finer sTories like "The Rich

Boy" and "The LasT of The Belles."

"Jacob's Ladder," published in I927, foreshadows The darker,

more sombre Tone which characTerizes his posT—Gafsby ficTion. In The

beginning of The sTory, Jacob BooTh "like so many Americans . . . valued

Things raTher Than cared abouT Them. His apaThy was neiTher fear of

life nor affecTaTion; iT was The racial violence grown Tired. IT was

a humorous apaThy."l BuT upon meeTing The young and beauTiful

Jenny DelahanTy, Jacob finds himself deeply moved by her viTaIiTy and

enchanTed by her youThful radiance:

Her face, The face of a sainT, an inTense liTTle

Madonna, was lifTed fragily ouT of The morTal dusT

of The afTernoon. On The pure parTing of her lips

no breaTh hovered; he had never seen a TexTure pale

and immacuIaTe as her skin; IusTrous and garish as her

eyes. His own well—ordered person seemed for The firsT

Time in his life gross and well—worn To him as he kneIT

suddenly aT The hearT of freshness.

Because she represenTs youTh and hope To him, Jacob idealizes, almosT

spiriTuaIizes, Jenny. Consequenle, when she approaches him sexually,

he rebuffs her advances. Confused and disappoinTed aT his rejecTion,

Jenny goes To California where she is subsequenTIy Transformed inTo

Jenny Prince, Hollywood love goddess.
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Jenny's Transformafion iniTiaTes Jacob's spiriTual decline.

AT one Time, she was The force which could Transform his apaThy inTo

hope; buT now he cynically views her as only a seducTive and Tawdry

symbol of glamour, luxury, and self—indulgence. As a final irony,

Jacob, in losing Jenny's love, is forced To learn painfully for himself  
whaT he had earlier warned Jenny: " . . . if you lose if [love] once-—

iT'II never come back again, and Then whaT do you wanT To live fori‘":5

Published one monTh afTer "Jacob's Ladder," "The Love BoaT"

probes in more depTh a characTer's sadness, disillusion, and subsequenT

loss of his romanTic dreams. The sTory cenTers on a middle-aged man's

aborTlve aTTempT To repeaT The pasT, To recapTure his losT youTh and

dreams.

While aTTending a yachT parTy, young Bill FroThingTon meeTs

and falls in love wiTh Mae Purley, a beauTiful buT poor girl. Because

They come from differenT backgrounds, Bill knows ThaT he cannoT marry

Mae. DisappoinTed and sad, he enlisTs in The service and, following

The war, relucTanle marries a girl from his own social class, raises

a family and goes on To a successfln business career. Finding himself

growing resTless several years laTer, Bill begins once again To crave

The romance and exciTemenT of his IosT youTh. "Suddenly Bill remembered

The boaT," Fingerald wriTes, ” . . . and Mae Purley on The deck

under The summer moon."4

Impulsively and blindly, Bill searches for and finds Mae only

To discover ThaT The magic is gone: "For a momenT he possessed her, her

frailTy, her Thin smouldering beauTy; Then he had losT her again . . . IT

was gone from her.” 5 Bewildered and sad, he reTurns To The scene of The
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boaT ride and in blind, drunken desperaTion aTTemst To recapTure ThaT

IosT feeling. Discovered foolishly romancing a young girl, Bill is

subsequenle Tossed info The river by her escorT. UTTerly humiliaTed

and defeaTed, he reTurns home To find ThaT his wife and family have

lefT him. Finally regaining his senses, Bill realizes Too laTe whaT

he IosT:

IT was like a dream, This change of his life. SheEhis

wifejwas no longer his; . . . Suddenly he wanTed iT

back . . . he prayed crazily for The resToraTion of

his life, The life he had jusT as crazily cuT in

Two . . . and suddenly There if was, in The sky over

his lawn, all The resTless longing afTer fleeTing youTh

in The world——The brighT uncapTurable moon.

AlThough a melodramafic and conTrived sTory, "The Love BoaT"

succeeds in effecTively capTuring Bill FroThingTon'S frusTraTion and

despair. Forced To confronT The facT ThaT he can no longer live in his

youThful and romanTic dreams of The pasT, Bill is unable To sTruggle

back from The defeaT of his dream.

This sense of an impending paralysis of will increasingly

dominaTes Fingerald's imaginaTion during This Time, and in more

skillfully wriTTen sTories like "The Rich Boy," he explores if in

greaTer dimension and wiTh more arTisTic skill. Published in I926,

"The Rich Boy" is a sTory of a man who cannoT dream and who, as a resulT,

declines emoTionally and spiriTually unTil he is cuT off from his

family, friends, and ulTimaTely from his own feelings and emoTions.

One of FingeraId's concerns in This sTory is again

wiTh The corrupTion which lies aT The core of greaT riches; buT for The

firsT Time in his ficTion, Fingerald presenTs a picTure of wealTh which
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is wholly negaTive. Earlier, in ”The Diamond as Big as The RiTz" and in

The GreaT Gasty, Fingerald, while draWn To wealTh’s glamour and appeal,

is, aT The same Time, deeply criTicaI of iTs corrupTing pOWers. In

Telling Anson HunTer's sTory, however, Fingerald is no longer ambivalenT:

he underscores and exaggeraTes Those qualifies in greaT wealTh which he

feels are inherenle corrosive and deeply desTrucTive.

Like Tom Buchanan, Anson HunTer did noT acquire buT inheriTed

his riches. In his essay "Fingerald's Fable of EasT and WesT,"

RoberT OrnsTein poinTs ouT ThaT men like Tom born inTo money are

"surrounded from childhood by The arfificial securiTy of wealTh.

AccusTomed To owning raTher Than wanTing, They lack anxieTy or illusion,

frusTraTion or fulfillmenT. Their romanTic dreams are rooTed in adoles-

cence from which They have never compleTer escaped . . ”7 As

Fingerald‘s characTerizaTion of Tom and Daisy Buchanan suggesTs and as

he emphaTicalIy sTaTes in "The Rich Boy," The world of The esTablished

rich is spiriTuaIly barren and dangerously devoid of human values. As

a represenTaTive of This world, Therefore, Anson HunTer embodies iTs

cynicism and conTempTuousness:

LeT me Tell you abouT The very rich. They are differenT

from you and me. They possess and enjoy early and

if makes Them sofT where we are hard, and cynical where

we are TrusTfuI, in such a way ThaT, unless you were

born rich, iT is very difficuIT To undersTand. They Think,

deep in Their hearTs, ThaT They are beTTer Than we because

we had To discover The compensaTions of life for

ourselves.

Because Anson is born inTo wealTh, his sTaTus and posiTion

are assured. Unlike Fingerald's earlier heroes who had To sTruggle

againsT obsTacIes and barriers in quesT of Their dreams of riches,
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Anson believes ThaT success and recogniTion were granTed him by righT

of birTh:

He accepTed This as The naTuraI sTaTe of Things, and

a sorT of impaTience wiTh all groups of which he was

noT The cenTer-~in money, in posiTion, in auThoriTy-—

remained wiTh him for The resT of his life. He disdained

To sTruggle wiTh oTher boys for precedence-~he expecTed

iT To be given him freely, and when if wasn'T he wiThdrew

inTo his family.

As Fingerald's narraTor implies, Anson's snobbishness is a disabiIiTy:

. . . his very superioriTy kepT him from being a success

in college—-The independence was misTaken for egoTism,

and The refusal To accepT Yale sTandards wiTh The proper

awe seemed To beliTTle all Those who had. . . . His

aspiraTions were convenTionaI enough—-They included even The

irreproachable shadow he would someday marry, buT They

differed from The aspiraTions of The majoriTy in ThaT There

was no misT over Them, none of ThaT qualiTy known as 'idealism'

or 'illusion.’ Anson accepTed The world of high finance

and high exTravagance, of divorce, of dissipaTion, of

snobbery and of privilege. MosT of our lives end as a

compromise——iT was as a compromise ThaT his life began.'0

AnoTher key To undersTanding Anson's personaliTy is his

need To be The cenTer of aTTenTion. As Sergio Perosa wriTes, "The Rich

Boy" is:

. . . a kind of parable on The IsoIaTion and

impoTence of The very rich, which is embodied in The

paTheTic sTory of Anson HunTer. His unlimiTed

wealTh has given HunTer a sense of his own superioriTy

and aloofness . . . a desire for predominance and a

conTempT of everyday life . . . and an excessive

indulgence for his own fauITs. When he grows up This

aTTiTude resuITs in compleTe isolaTion from his fellow

creaTures . . . WealTh separaTes him from happiness;

insTead of fulfilling his dreams, iT becomes an obsTacIe

To his self—realizaTion.'

Perosa suggesTs ThaT because Anson has noThing To sTrive for, he is

emoTionally incapable of commiTTing himself To anyone or anyThing. "The

Rich Boy," Therefore, is The sTory of Anson's ineviTabIe decline inTo

"SpiriTual" and "emoTional bankrupTcy."
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Anson's sTory is narraTed in The firsT person by a nameless,

yeT seemingly close friend who Traces his friend's life and career

from his mid—TwenTies Through his mid-ThirTies. This narraTor depicTs

Anson's progressive decline in successive sTages, each of which cenTers

on a relaTionship or siTuaTion in which Anson's pride and sense of

superioriTy noT only cuT him off from communicaTion and fulfillmenT

buT wound anoTher human being as well.

Described firsT is his relaTionship wiTh Paula Le Gendre.

AlThough Anson sincerely cares for Paula, he cannoT commiT himself To

her:

IT was a sorT of hypnosis.. . . They were only

happy when The dialogue was going on, and iTs

seriousness baThed Them like The amber glow of an

open fire . . . AT firsT, Too he despised her

emoTional simpliciTy . . . buT wiTh his love

her naTure deepened and blossomed, and he could

despise if no longer. He felT ThaT if he could

enTer Paub's warm safe life he would be happy.'2

WhaT Anson really wanTs from Paula is The securiTy of knowing ThaT some

one is There To comforT and care for him, To minisfer To his needs

and To indulge his whims. Thinking ThaT he can have Paula simply for

The asking, Anson avoids making any emoTionaI commiTmenT; and when

Paula finally presses him for a commiTmenT, he smugly declines. Because

of his arrogance and presumpTion, he soon loses her: "He had forgoTTen

ThaT Paula was Too worn away inside wiTh The sTrain of Three years.

Her mood passed forever in The nighT."l3

Very soon afTer This rebuff, Paula marries anoTher man.

Anson's firsT reacTion To The news is shock and disbelief, and Then

laTer a kind of resigned sadness and self—piTy. AlThough The sadness

lingers, The experience neiTher humbles him nor alTers his feeling
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of superioriTy. In facT, Paula's disaffecTion only makes him

more cynical and deTached.

In his nexT love affair, The nexT sTage in his decline, Anson

one nighT abruple and wiThouT warning breaks if off. He Tells Dolly

Karger: "'This is all foolishness.. . . I don'T love you and you'd  
beTTer waiT for somebody ThaT loves you. I don'T love you a biT,

can'T you undersTand?'"'4InsensiTive and Thinking once more only

of his own self—inTeresT, Anson desTroys anoTher human being: "For

a long Time afTerward Anson believed ThaT a proTecTive God someTimes

lnTervened in human affairs. BuT Dolly Karger, lying awake and sTaring

aT The ceiling, never again believed in anyThing aT all."'5

As he grows older, Anson's superioriTy hardens inTo even

greaTer cynicism and deTachmenT. When news reaches him of his aunT's

 alleged affair wiTh anoTher man, his inflexible pride once again Triggers

a bruTal and inhuman reSponse. DespiTe his aunT's plea ThaT her marriage

is a failure and ThaT she deeply loves Cary Sloane, Anson coldly forces

The affair To an end To preserve The family name. His self-righTeous

acTion ulTimaTer resuITs in Sloane's suicide, buT Anson himself feels

neiTher remorse nor responsibiliTy.

In The final Two secTions of The sTory, Anson finds himself

approaching ThirTy and becoming increasingly aware of his loneliness.

In The pasT few years, mosT of his old friends and business associaTes

have married; and he finds To his surprise ThaT Their lives no longer

cenTer around him. In The pasT, his friends relied on him for advice,

buT now "They were always glad To see old Anson, buT They dressed up for

him and Tried To impress him wiTh Their presenT imporTance, and kepT Their

Troubles To Themselves. They needed him no longer."'6 Thus, on a
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mid—summer's weekend in New York CiTy, Anson finds himself virTuaIIy

alone:

Two years before he would have known The dafe, The hour,

come up aT The lasT momenT for a final drink, and planned

his visiT To Them [his friends]. Now They had gone wiThouT

a word. . . . He sTood for a few minuTes moTionless on The

sidewalk in fronT of a 47Th STreeT aparTmenT house; for

almosT The firsT Time in his life he had noThing whaTever To do.'7

JusT as his loneliness begins To gnaw aT him, Anson accidenTally

meeTs Paula, her new husband, and Their children. He is inviTed To

Their home; and once There, he becomes acuTely aware of Paula's happiness

and securiTy. SomewhaT envious of her siTuaTion, he Tells her:

'I could seTTIe down if women were differenT. .

If I didn'T undersTand so much abouT Them, if women

didn'T spoil you for oTher women, if They only had a

liTTle pride. If I could go To sleep for a while and

wake up in a home ThaT was really mine—-why, ThaT's

whaT I'm made for Paula, ThaT's whaT women have seen

in me and liked in me. IT's only ThaT l can'T geT

Through The preliminaries any more.'18

Tired, lonely, and sincerely seeking securiTy and comforT, Anson is sTill

unable To make a real commiTmenT; he is sTill unable To give himself.

Never having had To sTrive for anyThing, now aT ThirTy, he no longer

has The energy and viTaIiTy To even "geT Through The preliminaries."

Several weeks laTer, when he hears ThaT Paula has died in

childbirTh, Anson grows even more depressed and despiriTed. Observing

his despair, The members of his firm send him on a European cruise.

While on board ship, a seemingly reviTalized Anson romances an aTTracTive

girl. BuT as The narraTor commmenfs in The closing lines:
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l don'T Think he was ever happy unless someone was in love

wiTh him, responding To him like filings To a magneT, help-

ing him To explain himself, promising him someThing. WhaT

if was I do noT know. Perhaps They promised ThaT There

would always be women in The world who would spend Their

brighTesT, freshesT, raresT hours To nurse and proTecT

ThaT superioriTy he cherished in his hearT.

AlThough "The Rich Boy" lacks The depTh and complexiTy of

FingeraId's besT shorT sTories, iT Is an imporTanT TranslTional work,

for iT is The firsT ficTional piece in which Fingerald is able To

dramaTize convincingly his own growing fear of "emoTionaI bankrupTcy."

For The firsT Time in his ficTion, Fingerald creaTes in Anson HunTer, if

a credible porTraiT of a man who has none of ThaT "viTal qualiTy of

Illusion." The epiTome of The ”rich boy," Anson HunTer is born wiTh

all The advanTages and privileges which characTers like Amory Blaine,

Gordon STerreTT, AnThony PaTch, DexTer Green, George O'Kelley and

James GaTz dream of possessing. Ironically, however, iT ls precisely

These advanTages and privileges which deprive Anson of The capaciTy

To dream. Thus, "The Rich Boy" is The sTory of a man desTined To be

emoTionally and splrlTuaIly bankrupT forever.

Following "The Rich Boy,“ Fingerald Turns his aTTenTion

almosT exclusively To characTers who meeT wiTh personal mlsforTune and

lose Thelr youThful dreams, yeT do noT succumb To "emoTional bankrupTcy."

As a resulT of having had To adjusT To The loss of Their youTh and

romanTic dreams, characTers like Dolly Harlan in "The Bowl," Michael

in "The Bridal ParTy," The faTher in "OuTside The CabineT Maker's,"

and Andy, in "The LasT of The Belles," Take on a sTaTure and dimension

which men like Jacob BooTh, Bill FroThingTOn, and Anson HunTer lacked.
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In rejecTing The glory, recogniTion, and adulafion which is

proffered upon a fooTbaIl hero, Dolly Harlan, proTagonisT In "The Bowl"

(I928), is The firsT aThleTe—hero whom Fingerald endows wiTh perspecTive

and wisdom. Having losT his desire for The hoopla and fanfare of college

fooTbaIl, Harlan resolves for himself (and aT The same Time Teaches his

friend Jeff) ThaT "all achievemenT was a placing of emphasis—~a moulding

of The confusion of life info a form."20

Deepening This idea in "The Bridal ParTy" (I930), anoTher

SaTurday Evening Pg§i_sfory, Fingerald sTrips away his proTagonisT's

self—indulgenT, self—deceiving illusions abouT wealTh and possession

of "The Top girl." The sTory concerns Michael, a young man who, in

losing his dream of "The golden girl," gains a more sober and maTure

accepTance of life's harsh realiTies.

In The opening of "The Bridal ParTy," Michael raTionalizes

ThaT he has been Thrown over by Caroline "because he had no money."

Michael's raTionalizaTions are self—indulgenf and wrong-headed, however,

for in realiTy, Caroline saw him "as someThing paTheTic, fuTile and

shabby, ouTside The greaT shlnlng sTream Toward which she was ineviTably

drawn." She rejecTs him noT because he Is poor buT because "wiTh all ‘

The energy and good will in The world, he could noT find himself."2l

 By a sudden TwlsT of faTe, Michael InheriTs his grandfaTher's

forTune. Suddenly rich and self-assured and feeling himself a parT

of a world To which he has always aspired, Michael confidenle presenTs

himself once again To Caroline. BuT To his shock and dismay, she Turns

him away again and becomes engaged insTead To The more self-possessed,

poised, and debonair HamilTon RuTherford.
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Michael subsequenfly learns ThaT RuTherford has jusT losT

all his money in The markeT crash, has been ThreaTened wiTh blackmail

by a former girl—friend, and has suffered Through his parenTs' painful

divorce. Michael's firsT impulse is To go To Caroline and disparage

his rival; buT lnsTead, he aTTends The wedding ceremony. While waTching

boTh HamilTon and Caroline and HamilTon's newly divorced parenTs malnTain

a facade of calm, Michael undergoes a TransformaTion:

Michael was cured. The ceremonial funcTion . . . had

sTood for a sorT of iniTiaTion inTo life where even

his regreT could noT follow Them. All The biTTerness

melTed ouT of him and suddenly The world reconsTrucTed

iTself ouT of The youTh and happiness ThaT was around

him.

Suddenly sensing ThaT his old dreams and illusions were based upon false

hopes and self-delusions, Michael now views boTh himself and The newlyweds

wiTh a new perspecTive. AT The sTory's close, he waTches Them "recede

and fade off inTo joys and griefs of Their own-—inTo The years ThaT

would Take The Toll of RuTherford's fine pride and Carolina's young,

moving beauTy. ."23

While neiTher "The Bowl" nor "The Bridal ParTy" are among

Fingerald's beTTer shorT sTories, boTh reveal sTill anoTher perspecTive

in his TreaTmenT of dream-and—disillusion. Fingerald is concerned aT This

Time wiTh characTers who aTTempT To face The loss of Their romanTic dreams

wiThouT succumbing To self-piTy and "emoTionaI bankrupTcy." And in Two

of The finesT sTories of This period "OuTside The CabineT Maker's" and

"The LasT of The Belles," FingeraId amplifies and deepens This aspecT

of dream-and—disillusion. In These sTories, Fingerald's proTagonisTs

reflecT his growing awareness and undersTanding ThaT if one "can'T repeaT

The pasT," Then if is necessary To find some way To live wiTh presenT
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realiTies and aT The same Time To conTinue To sTruggle vigorously

againsT The erosion of spiriT which ulTimaTely accompanies The loss of

youTh and romanTic dreams.

"OuTside The CabineT Maker's" (I928) is a TighTIy woven

piece, The cenTral Thread of which is a sTory wiThin a sTory, a fairy-

Tale which a middle—aged faTher Tells To his young daughTer. BuT aT a

deeper level, if is also abouT The faTher's gradually emerging

recogniTion of The gulf which separaTes The liTTle girl's world from his

own. The sTory is seT ouTside a cabineT maker's shop where The moTher

and faTher have come To purchase a doll's house as a surprise gifT for

The liTTle girl. To diverT his daughTer's aTTenTion while his wife goes

info The shop, The man poinTs To a window in a building across The sTreeT

and makes up a fairy-Tale abouT a princess who is being held prisoner

in a Tower by an ogre. As The girl becomes more deeply engrossed in The

fanTasy, she demands ThaT he give more deTails. The faTher embellishes

his sTory buT his wife reTurns before he is able To compleTe iT. As

They are driving home, The liTTle girl creaTes an ending To The Tale--one

in which The King and Queen die and The Princess becomes The new ruler of

The kindgomi "They had The rescue in The nexT sTreeT. And There's

The Ogre's body in ThaT yard There. The King and Queen and Prince were

killed and now The Princess is queen." BuT The faTher, Fingerald

wriTes, "had liked his King and Queen and felT ThaT They had been Too

summarily disposed of.

'You had To have a heroine,‘ he said raTher impaTienle. 'She'll

marry somebody and make him Prince.'"24

UndoubTedly, Fingerald is here suggesTing ThaT boTh The faTher

and daughTer inhabiT separaTe worlds. For, earlier, as The man was
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Telling The fairy-Tale To his daughTer, he was becoming gradually aware

ThaT "he was old enough To know ThaT he would look back To ThaT Time-—The

Tranquil sTreeT and The pleasanT weaTher, and The mysTery playing before his

child's eyes, a mysTery which he had creaTed, buT whose lusTre and TexTure

he would never see or Touch anymore. As The man begins To realize ThaT

The wonder and enchanTmenT of youTh are gone, a feeling of sadness and  nosTalgia grip him. Observing his daughTer‘s reacTions, he conTemplaTes:

"She was sTaring aT The house. For a momenT he closed his eyes and Tried To

see wiTh her buT he couldn'T see—-Those ragged blinds were drawn againsT

him forever. There were only occasional darkies and The small boys and

The weaTher ThaT reminded him of more glamorous mornings in The pasT."26

Knowing ThaT he can never recapTure his youThful dreams, by The

sTory's end The faTher is forced To accepT The gap beTween his world and

ThaT of The liTTle girl. This realizaTion saddens him buT neiTher shaTTers

him nor renders him "emoTionally bankrupT.” In The sTory's final lines,

as faTher, moTher and daughTer are riding home, FingeraId wriTes ThaT:

The lady ThoughT abouT The doll's house, for she had been

poor and had never had one as a child, The man ThoughT how

he had almosT a million dollars and The liTTle girl ThoughT

abouT The odd doings on The dingy sTreeT ThaT They had lefT

behind.27

Fingerald's insighTful suggesTion in "OuTside The CabineT Maker's"

ThaT recogniTion of The ineviTable loss of youTh and romanTic dreams is an

imporTanT sTep Toward maTure adjusTmenT becomes The ThemaTic

cenTer of "The LasT of The Belles." Published in I929, TNs fine Tale

of a young NorTherner sTaTioned in The SouTh during World War I

represenTs (along wiTh "The FreshesT Boy" and "Basil and CleopaTra,"

Two of The Basil Lee sTories) FingeraId's mosT ambiTious rendering

boTh sTrucTurally and ThemaTically of The dream—and-disillusion Theme

during This period. In iTs evocaTion of The nosTalgia which Andy, The
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narraTor-proTagonisT, feels for his youTh and for his old dream of The

SouThern Belle, Allie Calhoun, "The LasT of The Belles" echoes sTories

like "The Ice Palace," "WinTer Dreams," and "The Sensible Thing.” BuT

"The LasT of The Belles" is disTinguished from The oThers in ThaT FingeraId

demonsTraTes his hero's abiliTy To cope wiTh The loss of his romanTic

dreams.

FingeraId carefully divides The sTory inTo Three secTions:

each one deepens Andy's involvemenT wiTh Tarlefon, Georgia, and wiTh

Ailie Calhoun's world, unTil, in The final secTion, he is forced To

undersTand and accepT ThaT his dreams boTh of The SouTh and of Allie are

behind him. NarraTing The sTory some fifTeen years laTer, Andy recalls

his IniTial impressions of ThaT small SouThern Town where he was sTaTioned

during The lasT monThs of The war:

IT was a liTTle hoTTer Than anywhere we'd been--a dozen

rookies collapsed The firsT day in ThaT Georgia sun--

and when you saw herds of cows drifTing Through The

business sTreeTs, hi—yaed by The colored drivers, a

Trance sTole down over you ouT of The hoT lighT; you

wanTed To move a hand or fooT To be sure you were alive. 28

As Andy sees iT now, TarleTon was an anachronism, a mid-nineTeenTh-cenfury

anTe-bellum world. In ITs TranquiIiTy and isolaTion, The Town hung almosT ,

suspended ouTside Time. ITs only Touch wiTh The world ouTside was The

army camp. Andy suggesTs, Therefore, ThaT his sTay In TarleTon had The

qualiTy of an illusive dream. IT was as If "a magic carpeT lighTed on The

SouThern counTryslde and any minuTe The wind could IifT iT and wafT iT

away."29

IT was In This idyllic and pasToral seTTing ThaT Andy firsT

encounTered The beauTiful and mysTerious Allie Calhoun who, To him, seemed 
To be "The souThern Type in all iTs puriTy." Andy recalls:
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I would have recognized Ailie Calhoun if I'd never heard

RuTh Draper or read Marse Chan. She had The adroiTness

sugarcoaTed wiTh sweeT, voluble, simpliciTy, The suggesTed

background of devoTed faThers, broThers and admirers

sTreTching back info The SouTh's heroic age, The unfailing

coolness acquired in The endless sTruggle wiTh The

heaT. There were noTes in her voice ThaT ordered slaves

around, ThaT wiThered up Yankee capTains, and Then sofT,

wheedling noTeSBShaT mingled in unfamiliar loveliness

wiTh The nighT.

AlThough romanTically drawn To her, Andy explains ThaT because of her

coqueTTishness, he was forced To remain somewhaT deTached from her.

Thus, in his dual role of unrequiTed lover and confidanTe, he gradually

comes To undersTand why Ailie was unable To make a commiTmenT eiTher To

him or To any oTher NorTherner:

We had a joke abouT my noT being sincere. My Theory

was ThaT if she'd leT me kiss her I'd fall in love wiTh

her. Her argumenf was ThaT I was obviously insincere.

In a lull beTween Two of These sTruggles she Told me

abouT her broTher who had died in his senior year aT

Yale . . . Told me ThaT when she meT someone who

measured up To him she'd marry. I found This family

idealism discouraging, even my brash confidence

couldn'T compeTe wiTh The dead.3

Like Sally Carrol Happer in "The Ice Palace," Ailie had aTTached her

hopes To a dead dream, a dead pasT, and ulTimaTer To a dead world.

NeverTheless, Andy explains why he was originally drawn boTh To her and

To TarleTon:

I had grown To love TarleTon, and I glanced abouT

half in panic To see if some face wouldn'T come in for

me ouT of ThaT warm, singing, ouTer darkness ThaT

yielded up couple afTer couple in organdie and olive

drab. IT was a Time of youTh and war, and There was

never so much love around.

BuT as The war became more of a Tangible realiTy, The soldiers knew ThaT

The romance and unrealiTy of TarleTon was abouT To dissolve. Andy

reveals his feelings before deparTing from TarleTon for an overseas

assignmenT which never maTerialized:
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And I can sTill feel ThaT lasT nighT vividly, The candle—

IlghT ThaT flickered over The rough boards of The mess

shack . . . The sad mandolin down a company sTreeT

ThaT kepT picking 'My Indiana Home' ouT of The universal

nosTalgia of The deparTing summer. The Three girls

Sally Carrol Happer, Nancy Lamar, and Ailie IosT In

This mysTerious men‘s ciTy felT someThing Too-~a bewiTched

lmpermanence as Though They were on a magic carpeT ThaT

had lighTed on The SouThern counTryside, and any momenT

The wind would IIfT and wafT iT away. We ToasTed

ourselves and The SouTh. . . . The SouTh sang To us

. I remember The cool palefaces, The somnolenT

amorous eyes and The voices. . . . Suddenly we knew if

was laTe and There was noThing more. We Turned home.

Remembering The "magic" TOWn, afTer The war Andy had reTurned

once more To TarleTon:

By January The camps, which for Two years had dominaTed

The liTTle ciTy, were already fading. There was only

The persisTenT lncineraTor smell To remind one of all

ThaT acTiviTy and busTle. .

And now The young men of TarleTon began drifTing back

from The ends of The earTh—-some wiTh Canadian uniforms,

some wiTh cruTches and empTy sleeves. A reTurned

baTTalIion of The NaTional Guard paraded Through The

sTreeTs wiTh open ranks for Their dead, and Then sTepped

down ouT of romance forever and sold you Things over The

counTer of local sTores.

This observaTion reveals noT only The war's effecT on The sleepy liTTle

SouThern Town, buT The change which Andy, Too, had undergone. He had

reTurned wiTh disTance from and perspecTive on his pre-war experience.

His relaTionship wiTh Ailie, he suggesTs, is liTTle more Than a memory.

"I saw her someTimes when she wasn'T busy wiTh reTurned heroes from

Savannah and AugusTa," he says, "buT I felT like an ouTmoded survivor-—

35 Several days afTer his arrival Andy had sadly deparTed,and I was."

feeling ThaT "iT wasn'T real."

In The final secTion of "LasT of The Belles," now a successful

businessman, Andy describes how he was drawn back afTer a six-year

absence, for his lasT vIsiT To TarleTon and To Ailie:  
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Ailie Calhoun was scarcely a name on a ChrisTmas card;

someThing ThaT blew in my mind on warm nighTs when I

remembered The magnolia flowers. . . . Oddly enough, a

girl seen aT TwilighT in a small Indiana sTaTion sTarTed

me Thinking abouT going SouTh. The girl, in sTiff pink

organdie, Threw her arms around a man who goT off our

Train and hurried him To a waiTing car, and I felT a sorT

of pang. IT seemed To me ThaT she was bearing him off

info The losT midsummer world of my early TwenTies,

where Time had sTood sTill and charming girls, dimly seen

like The pasT iTself, sTill IoiTered along The dusky

sTreeTs. I suppose ThaT poeTry is a NorThern man's

dream of The SouTh. BUT if was monThs laTer ThaT I senT

off a wire To Ailie, and immediaTer followed iT To TarleTon.36

This wonderfully evocaTive passage reveals ThaT alThough Andy knows his

youThful and romanTic dream is behind him, he has noT yeT resolved To

his own saTisfacTion his aTTracTion To TarleTon and To Ailie. Consequenle,

his final reTurn wasn'T really an aTTempT To repeaT The pasT or To

recapTure The IosT dream of his youTh; Andy knows beTTer Than To enTer-

Tain seriously Those illusions. Clearly, whaT compelled him To reTurn

was his sTill unseTTled and unspoken love for Ailie.

When he reTurned he found The TOWn had deTerioraTed: "IT was

July. The Jefferson HoTel seemed sTrangelyshabby and sTuffy-—a boosTer's

club bursT inTo inTermiTTenT song in The dining room ThaT my memory had

37
long dedicaTed To officers and girls." Sadly, Andy had perceived

ThaT his old dream of The SouTh and of The TarleTon he had known jusT

six years ago had undergone an unalTerable change, and consequenle, so

had Ailie. Andy describes his response To seeing her again:

I suppose some of Aille's firsT young lusTre musT have gone

The way of Such morTal shining, buT I can‘T bear wiTness

To iT. She was sTill so physically appealing ThaT you wanTed

To Touch The personaliTy ThaT Trembled on her lips. No—-The

change was more profound Than ThaT.

AT once I saw she had a differenT line. The modulaTions of

pride, The vocal hinTs ThaT she knew The secreTs of a brighTer,

finer anTe—bellum day, were gone from her voice; There was

no Time for Them now as if rambled on in The half—laughing,

half-desperaTe banTer of The newer SouTh.
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AlThough she was as aTTracTive To him as ever, Andy had seen ThaT Ailie,

like The life around her, had had To change and adapT. In order To

remain in "The nervous growing cenTre of if," she has become a "reckless

clown."

Dismayed aT firsT by her seeming flippancy, Andy gradually

began To undersTand ThaT for Ailie " . . . everyThing was swepT info

This banTer in order To make iT go and leave no Time for Thinking-—The

e."39presenT, The fuTure, herself, m And iT is aT The counTry-club dance

ThaT Andy finally undersTood ThaT Ailie's ouTward mirTh was only a brave

mask hiding her True feelings:

When we reached The counTry club she melTed like a

chameleon inTo The-—To me--unfamiliar crowd. There

was a new generaTion on The floor, wiTh less digniTy

Than The ones I had known, buT none of Them were more

a parT of iTs lazy, feverish essence Than Ailie. Possibly

she had perceived ThaT in her iniTial longing To escape

from TarleTon's provincialism she had been walking alone,

following a generaTion which was doomed To have no

successors. JusT where she losT The baTTle, waged behind

The whiTe pillars of her veranda, l don'T know. BuT

she had guessed wrong, missing ouT somewhere. Her

wild animaTion, which even now called enough men

around her To rival The enTourage of The youngesT and

freshesT, was an admission of defeaT.

In her paThos and defeaT, Ailie becomes a symbol for The anTe-belium

SouTh, a genTle—mannered and dignified culTure which has long been dead

and which for Andy represenTs a dying romanTic illusion.

Half—hopeful and half-fearful of winning her hand, The nexT

day Andy had Told Ailie of his love for her. AlThough she had dashed

his amblTlons, her reply "You know I c0uldn'T ever marry a NorThern

man." had noT surprised him. From The beginning, he had recognized

Ailie's desire To Transcend The provincialiTy of TarleTon and The oTher

"belles" around her. BuT because she was unable To make her commiTmenT
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To a NorTherner, Ailie had insTead Tied herself To The dead SouTh and

consequenle had losT her chance To escape. Like Sally Carrol Happer,

Ailie had fasTened her hopes To a dying pasT, To an ouTmoded culTure

and civilizaTion. Her only possible avenue of escape lay in her abiliTy

To make an emoTional commiTmenT To a more dynamic, more energeTic, more

viTal way of life. BuT because of her background and breeding, This was

impossible. Consequenle, in finally accepTing a SouTherner she did noT

really love, Ailie had chosen familiarify and securiTy; she had spared

herself disillusion, buT aT The same Time had sacrificed her dream of

romance and exciTemenT. NoT being able To break from her pasT, she had

finally merged wiTh iT; and Thus had losT her capaciTy To dream.

in The final Scene, Andy describes his lasT visiT To The army

camp, now a delapidaTed old race course. Andy sTumbles " . . . here and

There in The knee—deep underbrush, looking for my youTh in a clapboard or

a sTrip of roofing or a rusTy TomaTo can. . . . Upon consideraTion They

didn'T look like The righT Trees. All I could be sure of was ThaT This

place which had once been so full of life and efforT was gone, as if iT

had never exisTed, and ThaT in anoTher monTh Ailie would be gone, The

SouTh would be empTy for me forever."4'

Andy suffers The sadness which accompanies The loss of his

dream, buT unlike Ailie he reTains The abiliTy To dream again. AlThough

The SouTh would be empTy for him forever, he is able To keep The romanTic

illusion of pre—war Tarlefon and of Ailie alive in his imaginaTion.

Unlike DexTer Green, he will never have To see This romanTic ideal grow

old, change, or Tarnish; Thus, he can conTinue To dream of Ailie as she

was—-youThful, fragranT, alluring. In his memory she will always

represenT "The SouThern Type in all iTs puriTy." "l was deeply, incurably

in love wiTh her," Andy says. "in spiTe of every incompaTibiliTy, she was
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sTill, she would always be To me, The mosT aTTracTive girl I had ever

known."42 Thus, in Telling This sTory fifTeen years laTer, Andy, like

Nick Carraway, is able To sTand aside and undersTand The significance

of his lnvolvemenT.

IV

As sadness and disillusion Touch him in This period, Fingerald

searches in his arT for characTers and sTrucTures which noT only reflecT

his awareness of The loss of his "old dream," buT which also reveal

his aTTemst To gain a more coherenT perspecTive on This condiTion. And

because Fszgerald conTinues To wriTe deeply and honesle,in his besT

works he is able To Transform his disappoinTmenT and suffering inTo a

deeper and more maTure evocaTion of The sad human condiTion.

 

 

 



  

  



 

IX THE RETURN TO THE PAST:

THE BASIL LEE STORIES

From [926 unTil The publicaTion of Tender is The NighT (l934k

many of Fingerald's heroes conTinually are confronTed wiTh The loss of

Their youThful dreams and wiTh The recogniTion ThaT They "can'T repeaT

The pasT." As a resulT, The dominanT mood and TexTure of Fingerald's

flcTion during ThaT Time is a measured sadness accompanied by a sTeadily

increasing sense of personal despair. In The final Two years of The

TwenTies, however, in sTories like "The LasT of The Belles" and The Basil

Lee series, Fingerald reTurns for The lasT Time To The old romanTic

dream and To The maTerials and experiences of his youTh. Like "The LasT

of The Belles,” The Basil Lee sTories are reminiscenT in TexTure and

Tone of Fingerald's earlier work, buT are differenTiaTed from his youTh-

ful ficTion by The maTure perspecTive which he brings To his arT.

As IT was in "The LasT of The Bellesf'The cenTral problem

in all eighT of The Basil Lee sTories is how one is To cope wiTh The loss

of youThful, romanTic dreams.I And in Two of These sTories, "The FreshesT

Boy" and "Basil and CIeopaTra," Fingerald searches for a resoluTion

To This mosT poignanT of human dilemmas.

In "He ThinkS He's Wonderful," The middle sTory of The Basil

Lee series, Fszgerald wriTes:
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FifTeen is of all ages The mosT difficulT To IOCfiTe“T0 PUT

one's fingers on and say, 'ThaT's The way I was.’ The

melancholy Jacques does noT selecT iT for menTion, and all

ThaT one can know is ThaT somewhere beTween ThirTeen, boyhood's

majoriTy, and sevenTeen, when he is a sorT of counTerfeiT young

man, There is a Time when youTh flucTuaTes hourly beTween

one world and anoTher——pushed ceaselessly forward inTo

unprecedenTed experiences and Trying vainly To sTruggle back

To The days when noThing had To be paid for.

 
This imporTanT declaraTion summarizes Fifzgerald's inTenTions in The

Basil Lee sTories. In Tracinngasil's physical growTh and emoTional

developmenT from "boyhood's majoriTy" To his becoming a "counTerfeiT

young man," Fingerald consisTenle depicTs a boy wiTh a dual naTure:

Basil lives deeply in The world of his privaTe dreams and, aT The same

Time, is forced To acknowledge ThaT he musT accommodaTe his dreams To

realiTy. Thus, in addiTion To evoking sensiTively and compassionaTely

 The confusions and complexiTies of adolescence, Fingerald here esTablishes

dream-and-disillusion as The cenTer of Basil's experience, and consequenle

as The dominanT and unifying Theme in The series.

AT The beginning of The series, Basil is a sensiTive, romanTic

and energeTic fourTeen-year—old wiTh a penchanT for Trouble. His dreams

of populariTy, success, and recogniTion are reminiscenT of Fingerald's

own youThful dreams. Indeed, Basil's disTinguishing characTerisTic,

like Fingerald, is his all—consuming involvemenT in The world of his

imaginaTion. For example, even in early adolescence, Basil's dreams have

already Taken Tangible shape:

This summer he and his moTher and sisTer were going To The

lakes and nexT fall he was sTarTing away To school. Then he

would go To Yale and become a greaT aThleTe, and afTer ThaT——

if his Two dreams fiTTed inTo each oTher chronologically

insTead of exisTing independenfly side by side--he was due To

become a genTleman burglar. EveryThing was fine. He had so

many alluring Things To Think abouT ThaT iT was hard To fall

asleep aT nighT.3
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Because Basil's dreams are concreTe and immediaTe, Fingerald

suggesTs ThaT realiTy can never equal The heighTened fancies spun in The

imaginaTion of This energeTic boy. As KenneTh C. Frederick poinTs ouT:

"Fingerald discovered in The scenes of his youTh a complex and Tangible

world, wiThin which and againsT which his proTagonisT musT sTrUggle To

find himself.. . . The series depicTs The succession of shocks by which

The dreaming boy is broughT ouT of himself inTo The world of oThers,"4

As Frederick suggesTs, in each sTory Basil encounTers some

seemingly unconquerable obsTacle or barrier To his romanTic dreams. And

as he grows from adolescence To young manhood, Basil learns To accepT

The facT ThaT he cannoT realize his dreams; aT The same Time, he reTains

his resiliency and enThuslasm for life.

IT is well-known ThaT when Maxwell Perkins suggesTed ThaT

FingeraId publish The Basil Lee series as a book, The auThor

flale refused. As Malcolm Cowley noTes, " . . . he feared ThaT They

were Too much like The Penrod sTories ThaT BooTh TarkingTon had wriTTen

as he emerged from a period of heavy drinking . . . "5 For as Fingerald

wriTes: "TarkingTon! l have a horror of going inTo a personal debauch

and coming ouT of if deviTalized wiTh no inTeresT excepT an acuTe

observaTion of The behavior of colored people, children and dogs."6

DespiTe Fingerald's objecTions, The Basil Lee series, like a novel, has

a sense of uniTy, conTinuiTy, and consisTency of characTer developmenT.

Basil's growTh and developmenT are depicTed in Three disTincT sTages:

early adolescence; prep—school experiences; and, finally, preparaTion

for and subsequenT enrollmenT aT Yale.
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From adolescence To early manhood, Basil's Two plvoTaI

experiences occur in his firsT year ofprep—school and in his freshman

year aT Yale. These incidenTs are described in The Two mosT carefully

developed sTories in The collecTion: in "The FreshesT Boy," The Third

sTory in The series, Basil is forced To confronT The irrevocable loss

of his dream of populariTy and aThleTic success. In The closing sTory,

"Basil and CIeopaTra," his hopes of winning "The golden girl" are

irrevocably dashed. BoTh are arTisTically superior To The oTher sTories

in The series; and alThough boTh can be read aparT from The oTher six,

They Take an added significance and dimension when They are considered

as The underpinnings of The series' sTrUCTure.

The firsT Two sTories, "The Scandal DeTecTives" and "A NighT

aT The Fair,“ foreshadow "The FreshesT Boy." In boTh, Fingerald depicTs ,

 Basil as alTernaTively sensiTive and inTelligenT, advenTurous and

energeTic, and somewhaT reckless and smug. He is "by occupaTion, acTor,

aThleTe, scholar, phllaTelisT, and collecTor of cigar bands," a romanTic

dreamer who "musT evolve a way of life which should measure up To The

mysTerious energies . . . inside . . "7 In "The Scandal DeTecTives,"

Basil aTTemst To win young Imogene Bissell's affecTions by humiliaTlng ‘

his rival, HuberT Blair, a vain and conceiTed boy who possesses all The

aTTracTive qualiTies and heroic virTues upon which The adolescenT Basil

builds his own dreams. ”He was confldenT;" Fingerald wriTes of HuberT,

"He had personaliTy, uninhibiTed by doust or moods . . . already he was

a legend."8 Consequenle, when piTTed againsT HuberT Blair, Basil

generally finishes second.

Following lmogene‘s rejecTion of him, Basil concocTs an

ouTrageous and ulTimaTely unsuccessful plan To upsTage HuberT. BuT
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The facT ThaT Basil fails To Triumph or gain The noTorieTy and aTTenTion

he seeks is incidenTal. For imporTanle, Though Basil ls humbled, he

gains a valuable insighT inTo himself: I

He perceived evenTuaIly ThaT Though boys and girls would

always lisTen To him when he Talked, Their mouThs IiTerally

moving In response To his, They would never look aT him

as They looked aT HuberT. So he abandoned The loud chuckle

ThaT so annoyed his moTher and seT his cap sTralghT on his head

once more.

BuT The change In him wenT deeper Than ThaT. He was no

longer sure ThaT he wanTed To be a genTIeman burglar,

Though he sTill read of Their explolTs wiTh breaThless

admiraTion. . . . And afTer anoTher week he found he no

longer grieved over losing Imogene. . . . The escTaTic momenT

of ThaT afTernoon had been a premaTure berh, an emoTion lefT

over from an already fleeTing spring .

 

WiTh This perspecTive, Basil Turns his aTTenTion To new

possibiliTies and dreams. AT The sTory's close, "all he [Basil] knew

was ThaT The vague and resTless yearnings of Three long Spring monThs  
were somehow saTisfied. They reached a combusTion in ThaT lasT week-—flared

up, exploded, and burned ouT. His face was Turned wiThouT regreT Toward

The boundless possibiliTies of summer."'0 Thus, in This firsT sTory,

Fingerald emphasizes Basil's resiliency—-his abiliTy To admiT defeaT

while keeping his spiriT inTacT.

In "A NighT aT The Fair," Basil's romanTic expecTaTions are

once again ThwarTed. AT firsT, Basil fanTasizes abouT romanTic possibiliTies

wiTh his blind daTe for The fair, unTil he is faced wiTh an inescapable

realiTy: his daTe is a plain, dull and lmmaTure girl he finds he cannoT

endure. Thus, when The flamboyanT HuberT Blair joins Basil's group and

draws The girl's aTTenTion To himself, Basil seizes The opporTuniTy To

slip away quiele inTo The nighT.

Wandering abouT The fairgrounds, Basil meeTs The rich and

beauTiful Gladys Van Schellinger, a girl whom he has always admired.
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ExalTed aT his clever escape from his daTe, he imagines ThaT There

exisTs beTween Gladys and himself "a feeling of kinship . . . as if They

had been . . . chosen TogeTher for a high densiTy ThaT Transcended The

"'I Unaware of Basil'sfacT ThaT she was rich and he was only comforTable.

infaTuaTion, Gladys encourages his fanTasies when she inviTes him To

waTch The fireworks from her privaTe box. SiTTing proudly wiTh Gladys

and her parenTs, Basil Then spoTs his friends and Their daTes marching

inTo view foolishly looking like a "sorT of LillipuTian burlesque of

The wild gay life."[2 As Gladys and her family express Their shock and

ouTrage aT The groTesque procession, Basil savors his small vicTory. BuT

as usual, Basil's momenT of glory is shorT—lived, for in The sTory's final

scene, JusT aT The "exquisiTe momenT" when Basil is abouT To kiss Gladys,

she onTs him ouT of his daydream by whispering, "Basil--Basil, when you

come Tomorrow, will you bring ThaT HuberT Blair?"l3

The sTory—line and sTrucTure of The nexT sTory in The series,

"The FreshesT Boy" are decepTively simple: iT is a series of encounTers

and conflicTs beTween Basil, his peers, and his Teachers during his firsT

Term aT prep-school. On The mosT basic level, The sTory is a real and

moving evocaTion of The frusTraTions and growing pains, The small

Triumphs and fleeTing momenTs of fulfillmenT and disappoinTmenT ThaT

The alTernaTely brash and sensiTive Basil experiences during ThaT biTTer-

sweeT TranslTionbeTween adolescence and young manhood. In The course

of This sTory, Basil recognizes ThaT, in spiTe of disappoinTmenTs, he

musT conTinue To sTruggle againsT fuTure ineviTable disappoinTmenTs,

disillusions, and defeaTs.
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AT The beginning of This sTory, Basil is full of "ignoranT

enThuslasm" for The Trip EasT To ST. Regis, his new school. He has

lived "wiTh such inTensiTy on so many sTories of Boarding-school life"

ThaT he cannoT abide his Travelling companion, The irascible and

unimaginaTive Lewis Crum, who haTes school and is hopelessly homesick.

Basil foolishly TaunTs Lewis, who in Turn propheTically warns The aggressive

Basil ThaT "They'll Take all ThaT freshness ouT of you."'4

AT ST. Regis, Basil is gradually forced To face The realiTy

of his failure To realize his fanTasies. He has noT excelled aT fooTball;

and, because of his brashness and seeming arrogance, he has become The

mosT unpopular boy aT The school. As The malice of his classmaTes

finally breakshis "supreme self—confidence," Basil looks forward To a

Trip To New York CiTy as a release from ”The misery of daily life,"

hoping iT will propel him back info "The long awaiTed heaven of romance.“5

AT firsT, his spiriTs buoyed by his momenTary escape inTo whaT

he imagines is a romanTic, fanTasy world, Basil is relieved To find ThaT

"School had fallen from him like a burden; iT was no more Than an unheeded

clamor, fainT and far away." Moreoever, when Basil opens a IeTTer from

his moTher and finds ThaT he has been inviTed To spend The remainder of

The year In Europe, he is exalTed and relieved; for ThaT IeTTer offers

him whaT he has been seeking——an easy and romanTic avenue of escape from

The misery and frusTraTion of The pasT Two monThs. Basil Thinks:

No more DocTor Bacon and Mr. Rooney and Brick Wales and

FaT Gaspar. No more Bugs Brown and on bounds and being

called Bossy, . . . He need no longer haTe Them, for They

were impoTenT shadows in The sTaTionary world ThaT he was

sliding away from, sliding pasT, waving his hand. 'Good—bye'

he plTied Them. 'Good—bye' . . . why, he needn'T ever go

back! Or perhaps if would be beTTer To go back and leT Them

know whaT he was going To do, while They wenT on in The

dismal dreary round of school.

If

 

 

 



 

 

BolsTered by his new resolve, Basil is furTher elaTed when

sTanding under The marquis of a TheaTre he chances a glimpse of his

fooTball idol, Ted Fay, who was To Basil "more Than a name-- . . . a legend,

a sign in The sky . . . The Yale fooTball capTain,who had almosT single-

handedly beaTen Harvard and PrinceTon lasT fall." Wafching Fay, "Basil

felT a sorT of exquisiTe pain."’7

in This mood of elaTion and wiTh his imaginaTion now aglow,

Basil finds ThaT The firsT Two acTs of The "show of shows" he aTTends leaves him

feeling as if he had "missed Things." Emerging from The TheaTre To find

his chaperone drunk, Basil chances To overhear a conversaTion beTween

Ted Fay and The beauTiful sTar of The show. She Tells Fay decisively:

"you've goT To make up your mind jusT like I have——ThaT we can'T have

each oTher.“8 This defeaT for his idol Throws Basil momenTarily

inTo "a sTaTe of wild confusion," and he begins To feel an odd kinship

beTween Ted Fay, The acTress, and himself:

He did noT undersTand all he had heard, buT from his clandesTine

glimpses info The privacy of These Two, wiThall The world ThaT

his shorT experience could conceive aT Their feeT, he had gaThered

ThaT life for everybody was a sTruggle, someTimes magnificenT

from a disTance, buT always difficulT and surprisingly simple

and a liTTle sad.. . . Ted Fay would go back To Yale, puT her

picTure in his bureau drawer and knock ouT home runs wiTh The

bases full This spring--aT 8:30 The curTain would go up and she

would miss someThing warm apg young ouT of her life, someThing

she had had This afTernoon.

Inspired by his belief ThaT The heroic Ted Fay would rebound

from The defeaT of his dreams, Basil vows To emuIaTe him:

Suddenly Basil realized ThaT he wasn'T going To Europe. He

could noT forgeT The molding of his own desTiny jusT To

alleviaTe a few monThs of pain. The conquesf of successive

worlds of school, college and New York--why, ThaT was his True
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dream ThaT he had carried from boyhood inTo adolescence

and because of The jeers of a few boys he had been abouT

To abandon iT and run ignominiously up a back alleylzo

In The final secTion of The sTory, Basil reTurns To ST. Regis

and slowly, painfully, aTTemst To pracTice paTience, perseverance, and

self-discipline. "IT was a long hard Time," wriTes Fingerald. "Basil

goT back on bounds again in December and wasn'T free again unTil March.

An indulgenT moTher had given him no habiTs of work and This was almosT

beyond The power of anyThing buT life iTself To remedy, buT he made

numberless sTarTs and failed and Tried again.'2' AlThough he has changed,

Basil is noT accepTed by his classmaTes:

. Basil was snubbed and slighTed a good deal for his

real and imaginary sins, and was much alone. BuT on The

oTher hand, There was Ted Fay and The Rose of The NighT on The

phonograph—-'All of my life whenever I hear ThaT wasz'e-and

The remembered lighTs of New York, and The ThoughT of whaT he

was going To do in fooTball nexT auTumn and The glamorous

mirage of Yale and The hope of spring in The air.

lnsTead of escaping inTo a daydream fanTasy as his life

becomes more difficult Basil quiele perseveres and slowly begins To

succeed: in The heaT of a baskeTball scrimmage his former enemy

Brick Wales calls hinI"Lee~y.” This simple gesTure signifies To

Basil ThaT he has finally been accepTed: "He had been called by a

nickname. IT was a poor makeshifT, buT iT was someThing more Than The

'23 More Than This,bareness of his surname or a Term of derision.’

Fingerald implies ThaT The seemingly insignificanT incidenT will have

a profound and far-reaching effecT on young Basil:
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Brick Wales wenT on playing, unconscious ThaT he had

conTribuTed To The evenTs by which anoTher boy was saved

from The army of The blTTer, The selfish, The neurasThenic

and The unhappy. IT isn'T given To us To know Those rare

momenTs when people are wide open and The slighTesT Touch

can wiTher or heal. A momenT Too laTe and we can never

reach Them anymore in This world. They will noT be cured by

our mosT efficacious drugs or slain wiTh our sharpesT swords.

Lee—y! IT could scarcely be pronounced. BuT Basil Took

iT To bed wiTh him ThaT nighT, and Thinking of if, holding

iT To him happily To The lasT, fell easily To sleep.24

Having begun "The FreshesT Boy" wiTh Basil's fanTasies of

aThleTic glory and heroism, Fingerald depicTs in The sTory's main body

The conflicTs beTween Basil's imaginaTive world and The real one and

concludes wiTh Basil achieving a TenTaTive balance beTween The Two. In

This, he is suggesTing ThaT Basil has been chasTened buT ThaT his imagina-

Tion and inTensiTy have been Tempered, noT sTifled. Basil has come To

realize, as did Ted Fay, ThaT life is no "musical comedy"; he ls

disillusioned and suffers The Temporary loss of his dreams. YeT, because

he is young, and resilienT, his capaciTy for wonder is noT desTroyed.

Knowing ThaT he musT face The realiTy of disillusion, Basil, noneTheless,

will conTinue To pursue his dreams. In The firsT Three Basil Lee sTories,

Then, Fingerald depicTs The iniTial sTages of Basil's "educaTion," a

phase which culminaTes in Basil's awareness of The need for self—

resTrainT and humlIiTy. In The nexT five sTories, KenneTh Eble noTes,

Basil is "now broughT inTo The larger world for which he has yearned

and Is sharply rebuffed by ThaT world. He carries ThaT experience wiTh

him . . . as a vlTaI parT of his pasT."25

In "He Thinks He's Wonderful," Basil reTurns home afTer his

difficulT firsT year aT ST. Regis sTill nurTurlng his old romanTic

dreams of aTTaining populariTy and success:
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WiThin he was by Turns a disembodied spiriT, almosT unconscious

of his person and moving in a misT of impressions and emoTions

and a fiercely compeTiTive individual Trying desperaTely To

conTrol The rush of evenTs ThaT were The sTeps of his own

evoluTion from child To man. He believed ThaT everyThing was

a maTTer of efforT—-The currenT principle of American

educaTion——and his fanTasTic ambiTion was conTinuaIly forcing him

To expecT Too much. He wanfgd To be a greaT aThleTe, popular,

brillianT and always happy. 6

Fingerald also commenTs ThaT Basil, having undergone his soul—searching

ordeal aT school, "had grown uselessly inTrospecTive, and This inTerfered

wiTh ThaT observaTion of oThers which is The beginning of wisdom."27

BuT during The course of "He Thinks He's Wonderful," Basil's

impulsiveness once again geTs The besT of him. Learning ThaT he has

been chosen The mosT aTTracTive boy in Town by Three girls, he momenTarily

forgeTs his recenT lesson, and once again allows himself To become boasT-

ful and smug over his newly-won populariTy, only To find ThaT his bragging

has again isolaTed him from his friends. Given a reprieve from his misery,

Basil meeTs and falls in love wiTh "The golden girl," The irrepressible

Minnie Bibble, who "would come To Basil as a sorT of iniTiaTion,Turning

his eyes ouT from himself and giving him a firsT dazzling glimpse info

The world of love.”28

Again, however, Basil repeaTs his misTakes. His boasTfulness

and loquaciTy so irriTaTe Minnie's faTher ThaT Mr.Bibble wiThdraws his

inviTaTion for Basil To accompany The family on a Trip WesT. Realizing

ThaT for The second Time in one summer he has losT someThing imporTanT

To him, Basil no longer reacTs wiTh childish and self-cenTered rage.

Where earlier he had accused his friends of disaffecTion and Treachery,

Basil now accest The realiTy ThaT he alone is To blame: "He knew whaT

had happened as well as if Minnie had Told him. He had made The same
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old error, undone The behavior of Three days in half an hour."29

Having losT The "Top girl," Basil again musT sTruggle back from This

defeaT if he is To dream again:

He [Basil] lay on his bed baffled, misTaken, miserable buT

noT beaTen. Time afTer Time, The same viTaIiTy ThaT had led

his spiriT To a scourging made him able To shake off The

blood like waTer, noT To forgeT, buT To carry his wounds

wiTh him inTo new disasTers and new aTonemenTs--Toward his

unknown desTiny.

Though no more Than a skeTch, The fifTh sTory, "The CapTured

Shadow," is a Turning poinT in Basil's pursuiT of "his unknown desTiny."

Here, Basil succeeds in capTuring his dreams of success and recogniTion

for The firsT Time, only To find They are empTy Triumphs. The sTory

cenTers around Basil's efforTs To casT and direcT his own play. In

The early rehearsals, Basil's casT accuse him of "bossinessU, buT afTer

much sTraTegic pIoTTing, cajoling, and convincing, Basil finally succeeds

in sooThing Their wounded prides and sensiTive egos. Finally, as a

resuIT of his efforT and hard work, The play is a success; and Basil

is praised as "'a young man ThaT's going To be heard from one day.'"

WiTh his success come The adulaTion and fame Basil has long

coveTed, buT his response To his Triumph is curiously unenThusiasTic:

IT mighT have all been very bad and demoralizing for Basil,

buT if was already behind him. Even as The crowd melTed away

and The lasT few people spoke To him and wenT ouT, he felT a

greaT vacancy come inTo his hearT. IT was over, iT was done

and gone-~all ThaT work, and inTeresT and absorpTion. IT was a

hollowness like fear.

In discovering a perplexing and unexpecTed empTiness aT The core of

his achievemenT, Basil has realized whaT DexTer Green and George O'Kelley

before him had painfully learned: The value of The dream is in The
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sTruggle, The hard work, and The sTriving. For when The play is over,

Basil no longer has anyThing To sTruggle againsT, To sTrive for, To

achieve. Thus, he has moved one sTep closer To undersTanding whaT

he had only sensed in "The FreshesT Boy": "ThaT life for everybody

was a sTruggle someTimes magnificenT from a disTance, buT always difficulT

and surprisingly simple and a liTTle sad."

As "The PerfecT Life" opens, Basil is in his final year aT

ST. Regis. Through hard work and deTerminaTion, he has finally

realized his dream of becoming a sTar on The fooTbalI Team. Basking

in his momenTary Triumph, Basil imagines his fuTure conquesTs as "fuTure

Splendors, TriumphanT descenTs upon ciTies, romanTic conTacTs wiTh

. mysTerious and scarcely morTaI girls."32 BuT despiTe This "ambuIaTory

dream," Basil is seeking someThing more spiriTual. AfTer a fooTbalI

game Basil is inTroduced To John Granby, a disTinguished and highly

respecTed (Though somewhaT sTiff and moralisTic), alumnus of ST. Regis.

Lacking self-irony and perspecTive, Basil is immediaTely drawn To

Granby's suggesTion ThaT he become a model of virTue and respecTabiliTy

for The younger boys aT school because he believes iT offers him a fool—

proofavenue To success:

Granby had ouTlined The perfecT life To him, noT wiThouT

a cerTain sTress upon iTs maTerial rewards such as honor

and influence aT college, and Basil's imaginaTion was

already far inTo The fuTure. When he was Tapped for lasT

man aT Skull and Bones aT Yale and shook his head wiTh

a sad sweeT smile, somewhaT like John Granby's,. . Then, ouT

inTo The world, where aT The age of TwenTy-five, he would face

The naTion from The inaugural planorm on The CapiTol sTeps,

and all around him his peogle would lifT up Their faces in

admiraTion and love . . .3



 

153

By embracing Granby's ideals, Basil is able To view himself as noble

and grand, responsible and resTrained, and, Therefore, worThy of The

honor and admiraTion which he dreams will be heaped upon him.

As The sTory progresses, however, Basil finds himself

vacillaTing beTween his newly-fonmed resolve To live The "perfecT life"

and his familiar yearnings for The gliTTering secular world, represenTed

by The beauTiful young Jobena Dorsey. He Is awed by his firsT view of The

Dorsey family's FifTh Avenue home:

For Basil There was a new world in iTs compacT luxury.

IT was Thrilling and romanTic . .. more precious Than

The rambling sweep of The James J. Hill h0use aT home.

In his exciTemenT . . He was possessed by The same

longing for a new experience, ThaT his previous glimpses

of New York had aroused . . . The hard brighT gliTTer of

FifTh Avenue . . . This lovely girl wiTh no words To

wasTe . in The perfechy organized house, he recognized

noThing, and he knew ThaT To recognize noThing was usually

a guaranTee of advenTure.

FighTing off These indulgenT impulses, Basil fanTasizes ThaT his

mission is To save The beauTiful Jobena from her reckless, dissoluTe

beau, Skiddy de Vinci. Self—deluded, Basil envisions Jobena and

himself in an ideal spiriTual union, one which Includes "marriage

and a life of service, perfecTion, fame and love.”35

AT The heighT of his delusion, however, Basil is jolTed back

To realiTy when he chances To overhear a conversaTion in which Jobena

refers To him as a "nasTy liTTle prig":

'A nasTy liTTle prig'--The words, uTTered wiTh convicTion

and scorn, had driven The high principles of John Granby

from his head. He was a slave To his own admiraTions,

and in The pasT TwenTy—four hours Jobena's personaliTy had

become The sTrongesT force in his life; deep In his hearT

he believed ThaT whaT she had said was True.
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Alone, humbled, and aware ThaT his excesses have again been his undoing,

Basil calls upon his old resourcefulness:

An older man mighT have Taken refuge behind The virTue

of his inTenTions, buT Basil knew no such refuge. For

sixTeen years he had gone his own way wiThouT direcTion, due

To his naTural combaTiveness and To The facT ThaT no older

man save John Granby had yeT capTured his imaginaTion.

Now John Granby has vanished inTo The nighT and iT seemed

The naTural Thing To Basil ThaT he should sTruggle back

To rehabiliTaTion alone and unguided.

Like several oTher Basil Lee sTories, "The PerfecT Life" is

noT skillfully crafTed. lTs ploT is conTrived and iTs characTers, excepT

Basil, sTereoTypes. BuT despiTe Theseveaknesses and The sTory's uneven

TexTure, Fingerald renders Basil's excesses and preTenses warmly and

compassionaTely. Because of his self—righTeousness, Basil looks foolish;

yeT aT The same Time, Fingerald conveys The idea ThaT Basil's ToTal

dedicaTion To his dream of "The perfecT life" is only Temporary. IT is

anoTher sTage of adolescenT phase Through which he musT pass on his way

To manhood.

In "Forging Ahead," Basil, now sevenTeen, has jusT graduaTed

from ST. Regis. The sTory concerns his disappoinTmenT when he finds

ThaT financial problems will prevenT him from aTTending Yale in The

fall. However, Through a series of seTbacks, accidenTs, and coincidences,

Basil succeeds in recapTuring his dream.

Because he has lived so long wiTh his romanTic dream of

Yale and The EasT, as The sTory opens Basil is unable To Think of his

fuTure or define himself in any oTher Terms:

BuT firsT, as a sorT of gaTeway To ThaT deeper, richer life,

There was Yale. The name evoked The memory of a heroic Team

backed up againsT iTs own impassable goal in The crisp

November TwilighT, and laTer,of half—a-dozen immaculaTe
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noblemen wiTh opera haTs and canes sTanding aT The ManhaTTan

HoTel bar. And Tangled up wiTh iTs Triumphs and rewards, iTs

sTruggées and glories, The vision of The ineviTable, incomparable

girl.

RaTher Than face disillusion and The loss of his dream, Basil resolves

To earn The necessary money To finance his own educaTion. ImmediaTely

afTer Taking a Job wiTh The railroad, however, Basil discovers ThaT working

is noT as romanTic as he had envisioned iT:

IT was like enTering a new school excepT ThaT There was

no one who showed any inTeresT in him or asked him if he

was going ouT for The Team. He punched a Time clock . . . and

wiThouT even an admoniTion from The foreman To 'go in and

win,' was puT To carrying boards for The Top of a

car,. . . The presidenT's liTTle daughTer had noT come by,

dragged by a runaway horse; noT even a superinTendenT had

walked Throughsghe yard and singled him ouT wiTh an

approving eye.

Having been laid off by The railroad, Basil's nexT scheme

is To enTer inTo a bargain wiTh his rich greaT-uncle whereby, in reTurn

for a Job aT his greaT—uncle's drug sTore, Basil is To acT as a guide

and escorf To Rhoda Sinclair, The man's sTep-daughTer. DespiTe finding

Rhoda To be dull and irriTaTing, Basil grimly and doggedly acceDTs his

burden. He escorTs her To dances and parTies all summer unTil his

old flame Minnie Bibble comes To Town. Torn beTween his obligaTion

To Rhoda and his dream of Yale and The exciTemenT generaTed by Minnie's

reTurn, Basil's romanTic imaginaTion soars:

There iT was, in her face Touched by The sun~-ThaT

promise-—in The curve of her mouTh, The TiITed shadow

of her nose, The poinT of dull fire in her eyes—~ThaT

promise ThaT she could lead him inTo a world in which

he could always be happy .40
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AlThough Basil‘s dilemma is resolved-—his moTher raises The

money for him To go To Yale-—Fingerald wriTes of Basil: "NOT yeT

delivered from adolescence, Basil's momenTs of foresighT alTernaTed

wiTh Those when The fuTure was measured by a day. The glory ThaT was

Yale faded beside The promise of ThaT incomparable hour."4|

As "The FreshesT Boy" marked The end of one phase of Basil's

"educaTion," The series' final sTory, "Basil and CIeopaTra," signals

his enTrance inTo young manhood. AT sevenTeen, Basil has moved Through

The successive worlds of his small-Town origins,prep—school, and New

York. During The course of his experiences over These four years, he has

been sTriving To fulfill his romanTic dreams and realize his goals, while

painfully gaining insighTs abouT himself and oThers. This sTory finds

Basil abouT To embark upon The quesT for his final adolescenT dream——

enTering Yale and becoming boTh a fooTball hero and a social success.

Early in The sTory, Basil becomes aware ThaT he has losT Minnie

Bibble To Le Moyne LiTTleboy, a brash freshman fooTbaIl player aT

PrinceTon. DishearTened, he suffers furTher disappoinTmenT when he finds

ThaT he has flunked his exams and is ineligible for freshman fooTball.

BuT, sTruggling back, he passes his makeup exams and discovers ThaT despiTe

his despair over losing Minnie, his old spiriT is slowly regeneraTing:

Basil began To look around him gloomily To see if There

was anyThing lefT in life. NoT since his miserable firsT

year aT school had he passed Through such a period of misery;

only now did he begin for The firsT Time To be aware of Yale.

The qualiTy of romanTic speculaTion reawoke, and lisTlessly,

aT firsT, Then wiTh growing deTerminaTion, he seT abouT

merging himself inTo This spiriT which had fed his dreams for so

long.4

BelaTedly, Basil Tries ouT for The freshman Team; and slowly, paTienle,

he works his way up To The second Team. Finding ThaT he is To

accompany The Team To PrinceTon,
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Basil felT The old lusT for glory sweep over him. Le Moyne

was playing end on The PrinceTon freshman and iT was

probable ThaT Minnie would be in The sTands, buT now, . . .

The facT seemed of less imporTance Than The game . . . for

once The presenT was sufficienT: He was going To spend Two

hours Ag a counTry where life ran aT The pace you demanded

of iT.

AT a crucial poinT in The game, Basil displays poise, balance, and

conTrol; under The pressure of impending defeaT, he Takes charge of

his Team and leads Them To vicTory.

LaTer, spoTTing Minnie aT The posT—game dance, his old

romanTic yearnings reTurn. He confides his misery To Jobena Dorsey and

she wisely Tells him To "'show her you don'T care . . . iT's all over.'"44

Taking hold of himself, Basil dances wiTh Minnie; and when he Is once

again assailed by his old desires, he follows Jobena's advice and is

able To defeaT Them: "He wanTed To puT his arm around her and Tell her

she was The mosT romanTic person in The world, buT he saw in her eyes

ThaT she scarcely perceived him; . . . He remembered whaT Jobena had

said--There was noThing lefT buT To escape wiTh his pride."45

As MaTThew Bruccoli noTes, This realizaTion marks an imporTanT

change in Basil's characTer: "In The previous sTories Basil was influenced

46
by consideraTions of conceiT, buT noT of pride." RaTher Than dwelling

on The sadness of his loss and Taking refuge in fuTile self—piTy, Basil

Turns hopefully To The fuTure:

ResoluTely he refused To look aT her, guessing ThaT she had

wriggled sligthy and folded her hands in her lap. And as

he held on To himself an exTraordinary Thing happened-—The

world around, ouTside of her, brighTened a liTTle. Presenle

more freshmen would approach him To congraTulaTe him on The game,

and he would like iT--The words and The TribuTes in Their eyes.

There was a good chance he would sTarT againsT Harvard nexT week.47
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Having made The decision ThaT he musT give up his dream of

Minnie, in The sTory's final scene, Fingerald describes The momenT

of Basil's recogniTion:

Basil's hearT wenT bobbing off around The ballroom in a pink

silk dress. LosT again in a fog of indecision, he walked ouT on

The veranda. There was a flurry of premaTure snow in The air and

The sTars looked cold. STaring up aT Them he saw ThaT They were

his sTars as always-—symbols of ambiTion, sTruggle and glory.

The wind blew Through Them, TrumpeTing ThaT high whiTe noTe

for which he had always IisTened, and The Thin-blown clouds,

sTripped for baTTle, passed in review. The scene was of an

unparalleled brigthess and magnificence, and only The pracTiced

eye of The commander saw ThaT one sTar was no longer There.

In undersTanding ThaT life is a biTTersweeT mixTure of pain and

glory, ThaT his dreams cannoT always come True and ThaT aT The core of

every dream of glory is a cerTainTy of sadness, disillusion, and loss,

Basil has Taken an imporTanT sTep Toward manhood. As Bruccoli suggesTs:

The TiTIe, 'Basil and CleOpaTra,' poinTs To This dualiTy

of loss and gain. To The Basil who did noT know when he had

made all his misTakes for one Time, Minnie was whaT CIeopaTra

was To AnTony.. . . AnTony, The pracTiced commander gives up

The world for love; Basil in giving up his CIeopaTra for The

world, becomes The pracTiced commanden . . . Basil is on his

way To This dominaTion; however, iT is Tempered by a sense of

someThing having been IosT, The one missing sTar. Basil

has now assumed The qualiTy of double—vision ThaT Fifzgerald

has TreaTed him wiTh ThroughouT all The sTories. 49

UndoubTedly, Fingerald had in mind a comparison wiTh Amory Blaine

when he creaTed The characTer of Basil Lee. As Sergio Perosa poinTs ouT:

His [Basil's ]educaTion is compleTe, of course, buT he has

achieved beTTer awareness of life Than Amory did and he has

gone Through a series of painful Trials ThaT will prevenT him

. from following in The fooTsTeps of his predecessor in

college. His emoTional freshness, his very simplemindedness,

carry in Them a Touch of greaTer engagemenT; iT is hardly

believable ThaT he will repeaT The misTakes of Amory, assume

The mask of The 'aesTheTe,‘ and sTrike an 'egoTisTical' aTTiTude.

In The supposed limbo of infancy and adolescence, Basil has

already discovered The secreT flaw of falsehood and conflicT

and has b§8ome aware ThaT life, aT any sTage, is a painful

sTruggle.
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As Bruccoli and Perosa argue, The Basil Lee series reveals

FingeraId's growing masTery of his craff and The deepening of his

ThoughT. In Tracing Basil's forTunes frompwep-school Through his enTrance

inTo college, Fingerald has creaTed a characTer wiTh resonance and dimen-

sion. In depicTing Basil's gradually deveIOping consciousness,

FingeraId has broadened and exTended his major Theme of dream-and-

disillusion. For, alThough Basil never Truly gives up his dreams, his

growing sense of sadness and resignafion reflecTs FingeraId's deepening

concern wiTh characTers, siTuaTions, and problems which are more deeply

human and ulTimaTely Tragic.
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X "EMOTIONAL BANKRUPTCY" AND THE STRUGGLE FOR

PERSPECTIVE-~STORIES FROM |930-I933

By The beginning of The ThirTies, Fifzgerald's own personal

dreams of wealTh, success, and populariTy had faded inTo memories.

Misforfunes coupled wiTh The increasing sTrain caused by Zelda's menTal

and emoTional deTerioraTion caTapaulTed FIngerald info a severe and

prolonged depression. As a resulT of his despair he drank To excess

and Temporarily losT his viTaIiTy and commiTmenT To his work. In

addiTion, he was becoming increasingly paranoid over The facT ThaT he

wasn'T young anymore. "This is whaT I Think now" wriTes Fingerald

in "PasTing IT TogeTher": "ThaT The naTural sTaTe of The senTienT

adulT is a qualified unhappiness. I Think also ThaT in an adulT The

desire To be finer in grain Than you are,. . . only adds To This

unhappiness in The end-—ThaT end ThaT comes To our youTh and hope."l

AcuTely aware of his own "lesion of viTaIiTy," his flcTion beginning

wiTh "The Rich Boy" in l926 Through Tender Is The NighT reflecTs

FingeraId's preoccupaTion wiTh characTers who eiTher succumb T0

or sTruggle To ward off personal dissipaTion and "emoTionaI bankrupTcy."
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Sergio Perosa has aple described The naTure and subsTance

of Fingerald's flcTion afTer I930:

The Jazz Age has given way To an age of crisis and uncerTainTy.

Human inTegriTy is The vicTim of deep laceraTions, eaTen by The

worm of inner evil, of personal weakness, or resTlessness. The

Thymeof 'educaTion' musT be Turned over--in The new realiTy,onIy

moTives of deTerioraTlon and personal ruin are fiT maTerial for

arTisTic elaboraTion.

Similarly, wriTing in "Echoes of The Jazz Age" in l93l, Fingerald says:

By This Time conTemporaries of mine had begun To disappear

info The dark maw of violence. A classmaTe killed his

wife on Long Island, anoTher Tumbled'accidenTally'from a

skyscraper in Philadelphia, anoTher purposely from a

skyscraper in New York. One was killed in a speakeasy in

Chicago; anoTher was beaTen To deaTh in a speakeasy in

New York and crawled home To The PrinceTon Club To die;

sTill anoTher had his skull crushed by a maniac's axe in

an insane asylum where he was confined. These are noT

caTasTrophes ThaT l wenT ouT of my way To look for-~These

were my friends,

IT Is no coincidence, Therefore, ThaT in several of Fingerald's

SaTurday Evening PosT sTories of This period, his characTers eiTher meeT
 

wiTh violence or suffer personal ruin. The proTagonisT of "A New Leaf"

(|93l), for example, is an alcoholic who Jumps from a skyscraper window

afTer an old girl—friend jilTs him. "A Change of Class" (l93l) concerns

a barber who, acTing on a sTock-markeT Tip from Phillip Jadwin, a wealThy

cusTomer, rises from pauper To millionaire almosT overnighT and Then jusT

as quickly loses his money in The markeT crash. Moreover, while The

barber's forTunes rise and fall, Jadwin loses all of his money in The

crash and aT The end of The sTory "wasn'T sure he had any emoTions aT

all."4 In "FlighT and PursuiT" (I932), Carolyn MarTin, having suffered
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Through a loveless marriage and been jiITed by The man she loves, "accepTed

The idea ThaT she had wrecked her life, and her capaciTy for dreaming

had lefT her . . . simply because condiTions were inTolerabIe."5

Through The five Josephine Perry sTories (|930-l93l), Fingerald

Traces The cenTral characTer's progressive decline inTo "emoTional

brankrupTcy." WhaT is parTicularly inTeresTing abouT Josephine is ThaT

despiTe her youTh she has none of The compassion, warmTh, and ingraTiaTing

enThusiasms of Basil Lee, To whom she has been so ofTen compared.

Moreover, where Basil's romanTic dreams grow ouT of a deep need To

invesT his life wiTh viTaIiTy, exciTemenT, and hope, Josephine's dreams

resulT from her boredom and ennui. Where Basil dreams of becoming The

mosT popular boy and besT aThleTe in school, Josephine dreams only

of possessing and manipulaTing men. ‘And, because of her sTriking

physical beauTy and allure, she is able To draw men To her almosT aT

whim; consequenle aT I6, she "had no desire for achievemenT-.

Josephine accepTed The proud world inTo which she was born."6

In The firsT Two sTories, "FirsT Blood" and "A Nice QuieT

Place," Fifzgerald esTablishes his proTagonisT as willful, selfish, and

capricious. Because of her sTarTling beauTy, she is successful aT

winning men over; buT having achieved her goal, Josephine immediaTely

discards Them. In The Third Tale, "A Woman wiTh a PasT," Josephine

finds "ThaT for The firsT Time in her life she had Tried for a man and

failed."7 Realizing ThaT "The wound was noT in her hearT, buT in her

pride," in "A Snobbish STory" she has a brief flirTaTion wiTh a

married man To sooThe her ego. BuT when The affair causes complicaTions,

she Throws him over.
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By The Time she is eighTeen, Therefore, Josephine has

experienced almosT every kind of flirTaTion and love affair. Consequenle,

aT The opening of The final sTory, "EmoTional BankrupTcy," Josephine,

who has cenTered her hopes and ambiTions on a facile and ulTimaTely

desTrucTive abiliTy To lure and conquer men, has wearily come To The

conclusion ThaT her love affairs are like "A game played wiTh Technical

masTery buT wiTh The fire and enThuslasm gone."8 As The sTory opens,

Josephine, bored wiTh her laTesT conquesT, reTreaTs info a daydream

fanTasy where she envisions her ideal maTe as a man who would have

"some kind of posiTion in The world, or else noT care wheTher he had one

or noT.. . . He'd have To be a leader . . . and dignified buT very pash,

and wiTh IoTs of experience so I'd believe everyThing he said or ThoughT

was righT.”9 When CapTain Edward Dicer, a dashing and debonair French

aviaTion officer enTers her life, Josephine aT firsT believes ThaT "The

figure before her seems To have sTepped ouT of a fairy—Tale."IO

Her infaTuaTion wiTh Dicer is heighTened when her friends doTe on him

and skiTTishly TreaT him like a maTinee idol. BuT when The Two of Them

are finally lefT alone TogeTher,Josephine is horrified To discover ThaT

she feels neiTher elaTion nor anTicipaTion. "You're everyThing I've

always wanTed"- she Tells him despairingly. "I've goT noThing To give

you. I don'T feel anyThing aT all."ll Like DexTer Green and George

O'Kelley, Josephine finds ThaT afTer having capTured her dream The

romance and exciTemenT are gone. Thus, by The sTory's close, she finds

herself emoTionally and spiriTually bankrupT.

She was very Tired and lay face downward on The

couch wiTh ThaT awful, awful realizaTion ThaT The old

Things are True; one cannoT boTh spend and have.

The love of her life had come by, and looking in her





 

empTy baskeT, she has found noT a flower lefT for

him--noT one. AfTer a while she wepT. 'Oh whaT

have I done To myself?’ she wailed. 'WhaT have I

done.’|

Fearing his own "emoTional bankrupTcy" in This period, Fingerald

also wriTes sTories abouT characTers who are sTruggling againsT encroaching

despair and paralysis of will. Men, for example, like Charley Horne

in "Diagnosis" (I932), Bill NorTon, in "One lnTerne" (I932), DocTor ForresT

Janney in "Family in The Wind" (I932), and Charlie Wales in "Babylon

RevisiTed" (I93!) all sTruggle back from The loss of Their youThful hopes

and dreams and begin To forge a new and more sober eThic, one which

allows Them To face realiTy and endure disappoinTmenTs and disillusions

wiThouT falling prey To false hopes or self-delusions. In addiTion, in

boTh "Family in The Wind” and To a greaTer exTenT in "Babylon RevisiTed,"

Fingerald is once more hoping ThaT he can resTore his waning viTaIiTy

and commiTmenT Through The discipline of his arT.

AT The ouTseT of "Family in The Wind" Fingerald's proTagonisT,

Dr. ForresT Janney biTTerly, sardonically, and wiTh an edge of self—irony,

raTionalizes his ”lesion of viTaIiTy" and subsequenT dissipaTions:

'I am very happy, . . . or very miserable. l chuckle or

Weep alcoholically and, as I conTinue To slow up, life

accommodaTingly goes fasTer, so ThaT The less There is

of myself inside, The more diverTing becomes The

moving picTure wiThouT. I have cuT myself off from The

respecT of my fellow men, buT I am aware of a compensaTory

cirrhosis of The emoTions. And because of my sensiTiviTy,

my piTy no longer has direcTion, buT fixes iTself on

whaTever is aT hand, I have become an excepTionally good

fellow——much more so Than when lwas a good docTor.‘l

As The sTory progresses, Fingerald reveals ThaT Dr. Janney, once a firsT-

raTe surgeon, "has commiTTed professional suicide by Taking To cynicism

and drink."'4 This condiTion is a resulT of Janney's suspicion ThaT his
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rephew Pinky has inadverTenle caused The deaTh of Mary Decker, a girl

Janney had once loved. Midway Through The sTory, Pinky receives a nearly-

faTal head injury; and when asked by his broTher and slsTer—in-law To

perform a delicaTe brain operaTion, Janney flale refuses.

As Pinky remains in a coma, a violenT Tornado sTrafes The

communiTy. The sTorm injures hundreds of people, and Dr. Janney TreaTs

The injured. When confronTed once again wiTh The requesT To TreaT Pinky,

Janney approaches iT wiTh a differenT sense of iTs imporT:

For a momenT The docTor hesiTaTed, buT even when he

closed his eyes, The image of Mary Decker seenedTo have

receded, eluding him. SomeThing purely professional ThaT

had noThing To do wiTh human sensiblllTles had been seT

in moTion inside him, and he was powerless To head iT off.'5

As Sergio Perosa poinTs ouT, Dr. Janney has "reacquired his professional

and human inTegriTy . . . chiefly because during The Tornado his feelings

have been sTirred by The sighT of human sufferings and by an encounTer

wiTh an orphan girl."l6

Having performed The operaTion successfully, DocTor Janney

noTices a marked change in himself. He now feels "an urge To go away

permanenTIy.. . . He knew The presenT family quarrel would never heal,

noThing would ever be The same; iT would all be biTTer forever. And he

had seen The placid counTryside Turned info a land of mourning. There

was no peace here. Move on!"'7ln The final scene, when DocTor Janney

is leaving his homeTown, he Takes The orphan girl wiTh him. Now ThaT

his sTrengTh and inTegriTy have regeneraTed, he is able To proTecT and

care for someone oTher Than himself:

He seTTled down in his seaT, looking ouT The window.

In his memory of The Terrible week The winds sTlll

sailed abouT him, came in draughTs ThroughThe corridor

of The car—~winds of The world—~cyclones, hurricanes,



 



Tornadoes--grey and black, expecTed or unforeseen, some

from The sky, some from The waves of hell.

BuT he would noT leT Them Touch Helen again if he could

help If . . . 'AII righT Helen,‘ he said aloud . . . I

guess The old brig can keep afloaT a liTTle Ionger—-In

any wind.‘

AlThough his is a senTimenTal sTory, DocTor Janney's deparTure

is, as Sergio Perosa conTends, "neiTher an evasion nor a flighT buT

an affirmaTion of will and accepTance of life."'9 Having undergone

a personal ordeal and regained confidence In himself, ForresT Janney Is

now prepared boTh To accepT himself and To undersTand his responsibiliTies

as a docTor and a man.

Much of The senTimenT in "Family In The Wind" grows ouT of

FIngerald's deep affecTion for his daughTer as well as his concern wiTh

overcoming his own spiriTual deTerioraTion. These same concerns form

The core of The sligthy earlier and much finer, "Babylon RevisiTed."

A masTerful and deeply moving sTory, "Babylon RevisiTed" Is one

of Those rare pieces in which an auThor creaTes an arTisTic sTrucTure

which serves as an Ideal vehicle for his mosT profound ThoughTs and

feelings. AT The deepesT level of This complex and beauTifully woven sTory,

Charlie Wales' quesT To win cusTody of his young daughTer reflecTs

Fingerald's deep need To resTore his own pride, honor, and digniTy as a man.

There are, I believe, very few sTories in The language which depIcT a

man's painful and dellberaTe sTruggle To regain his self-respecT in so

human and compassionaTe a manner as does This one.

The sTOry's seTTing is Paris, Three years afTer The sTock markeT

crash. In hopes of regaining cusTody of his daughTer Honoria, Charlie

Wales reTurns for The firsT Time since his posT-I929 breakdown To The scene

of his former revelries. BeTween The Time of The crash and The presenT,
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Charlie has losT everyThing and foughT back: he'd been in a saniTarium,

overcome his alcoholism, and learned To live wiTh The knowledge ThaT

his old dissipaTions were parTially To blame for his wife's premaTure

deaTh. Having suffered Through a nighTmare of guilT and recriminaTIon,

Wales Is now bravely aTTempTing To reconsTrucT a new eThIc ouT of The

dissipaTion and ruin of his recenT pasT, one which will allow him To live

wiThouT falling prey To false hopes and To his former easy dreams of

success and happiness. During This Time, his daughTer has been in The

cusTody of Charlie's sisTer and broTher—In-law, Marion and Lincoln PeTers.

AT The sTory's ouTseT, Then, if Is clear ThaT The man who reTurns To Paris

To reclaim Honoria and To aTone for his pasT misTakes is noT The same

Charlie Wales who lefT iT Three years ago: "He was curious To see Paris

by nighT wiTh clearer and more judicious eyes Than Those of oTher days."20

Upon arriving in The ciTy, Charlie "was noT really disappoinTed

To find Paris was so empTy. BuT The sTillness in The RITz bar was

sTrange and porTenTous. IT was noT an American bar anymore-—he felT

poliTe in iT, and noT as if he owned iT."2| While porTraying The subdued

and sombre mood of poswaepression Paris, Fszgerald Is aT The same Time sug—

gesTing The more crucial change which Charlie himself has undergone.

"I spoiled This ciTy for myself." he ThoughT "I didn'T realize iT,

buT The days came along one afTer anoTher, and Then The years were gone,

22
and Then everyThing was gone, and I was gone." Awed and horrified aT The

magnITude of his dissipaTions, Charlie is sTill noT wiThouT memories of

Their almosT IrresisTible lusTre and appeal. As he laTer Tells his sisTer—

In-Iaw Marion PeTers, "‘. . . iT was nice while If IasTed . . . We were a

sorT of royalTy, almosT infallible wiTh a sorT of magic around us."23
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DespiTe The nosTalgia and senTimenT he feels for The old

days, however, Those memories are no longer forceful nor seducTive

enough To deTracT him from his new purpose——To reclaim Honoria:

. . a greaT wave of proTecTiveness wenT over him.

He ThoughT he knew whaT To do for her. He believed In

characTer; he wanTed To jump back a whole generaTion

and TrusT in characTer again as The eTernally valuable

elemenT. EveryThing else wore ouT . . . All The caTerIng

To vice and wasTe was on an uTTerly childish scale, and

suddenly he realized The meaning of The word 'disslpaTe' —-

To dissipaTe inTo Thin air; To make noThing ouT of someThing.2

Charlie has reTurned To Paris, Then, noT To repeaT The pasT buT To bury

IT and To esTablIsh a secure presenT and fuTure builT upon recogniTion and

aTonemenT for his old dissipaTions and indiscreTIons:

He remembered Thousand-franc noTes given To an

orchesTra for playing a single number, hundred»

franc noTes Tossed To a doorman for calling a cab.

BuT iT hadn'T been given for noThing. IT had been

given, even The mosT wildly squandered sum, as an

offering To desTiny ThaT he mighT noT remember The

Things mosT worTh remembering, The Things ThaT now

he would always remember-—his child Taken from h'

conTrol, his wife escaped To a grave In VermonT.

Formerly, his life had been a series of drunken parTies; now, he realizes

ThaT "in The liTTle hours of The nighT every move from place To place was

an enormous human jump, an increase of paying for The privilege of slower

and slower moTions."26

In ParT ll, Fingerald very delicaTely and yeT emphaTically

underscores The genuine inTimacy and naTural affecTion beTween Charlie

and his daughTer. IT Is clear ThaT Charlie wanTs Honoria back noT only

because of The guilT he feels buT also because he sincerely wanTs To make

a home and build a fuTure for boTh of Them. "When There had been her

moTher and a French nurse," Charlie Thinks To himself, "he had been

Inclined To be sTrIcT; now he exTended himself, reached ouT for a new
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Tolerance; he musT be boTh parenTs To her now and noT shuT ouT any of

her communicaTlon."26 In considering Honoria's welfare above his own,

Charlie esTablishes himself as boTh a cabable and a qualified faTher.

BuT as if To remind him of his pasT misTakes, Charlie, aT The close of

ParT II encounTers Duncan Shaeffer and Lorraine Quarrels, "sudden ghosTs

ouT of The pasT. . . . As always, he felT Lorraine's passionaTe

aTTracTion, buT his own rhyThm was differenT now."27

In ParT Ill, lT becomes unavoidably clear ThaT If he is To

gain cusTody of his daughTer, Charlie's Task Is To convince Marlon of his

sTabiliTy. MenTalIy preparing himself for his meeTing wiTh The PeTers,

Charlie,

. . . knew now ThaT he would have To Take a beaTing. IT would

lasT an hour or Two hours, and iT would be difficulT, buT If

he modulaTed his lneviTable resenTmenT To The chasTened

aTTiTude of The reformed sinner, he would wIn his poinT In

The end. Keep your Temper, he Told lmself. You don'T wanT

To be jusTified. You wanT Honoria.

AlmosT immediaTely afTer he has arrived aT The PeTers' aparTmenT and

seTTled In a chair, Marion launches her baTTerlng offensive. Feeling

biTTer and reseanul Toward him, she firsT InferrogaTes Charlie abouT his

drinking and Then coldly confronTs him wiTh The painful and all-Too

familiar memory of The Time he locked his wife [her sisTer] ouT in The

snow. FighTing off The unbearably TempTing Impulse To "launch ouT InTo

a long exposTuIaTlon and explanaTion,"29 Charlie wisely reTains

himself and insTead aTTemst raTionally and dispassionaTely To measure

The force of his opposITIon:

He looked aT her sTarTled. WiTh each remark The force of

her dislike became more and more apparenT. She had buIIT

up all her fear of life inTo one wall and faced IT Toward

him . . . Charlie became increasingly alarmed aT leaving

Honoria in This aTmosphere of hosTilITy againsT himself;



 

 

 

 



  

sooner or laTer iT would come ouT, in a word here, a

shake of The head There, and some of The disTrusT would be

irrevocably implanTed in Honoria. BuT he pulled his Temper

down ouT of his face and shuT iT up Inside him; he had won

a poinT . . .30

Knowing ThaT he musT conTinue To bear Marion's accusaTIons,

InsulTs, and scorn wiTh silence and resTrainT, Charlie forces himself To

endure her mosT savage indlchenT--The irraTlonal accusaTIon ThaT he

alone was responsible for his wife's deaTh: "An elecTric currenT of agony

surged Through him; for a momenT he was almosT on his feeT, an unuTTered

sound echoing in his ThroaT. He hung onTo himself for a momenT, anoTher

momenT."3| Sensing The Tension, Marion's husband, Lincoln comes To

Charlie's aid by deflecTing his wife's anger. Once The crisis passes,

all of Them silenle acknowledge ThaT Charlie "had somehow arrived aT

conTrol over The siTuaTion."32

In The final scene In ParT Ill, Charlie, deeply shaken by his

ordeal, reTurns To his hoTel room, only To be TormenTed again by memories

of his pasT: "The image of Helen haunTed him. Helen whom he had loved so

unTil They senselessly begun To abuse each oTher's love, Tear iT To shreds."33

Charlie fighTs off This renewed onslaughT of guilT and self-piTy; and, by

The close of ParT Ill, he has regained his balance and self-esTeem:

Going over iT again broughT Helen nearer, and In The whiTe,

sofT lighT ThaT sTeaIs upon half sleep near morning he found

himself Talking To her again. She said ThaT he was perfechy

righT abouT Honoria and ThaT she wanTed Honoria To be wiTh

him. She said she was glad he was being good and doing beTTer.

She said a loT of oTher Things——very friendly Things-—buT she was

in a swing in a whiTe dress, and swinging fasTer and fasTer

all The Time, so ThaT aT The end he could noT hear all ThaT she

said.

In The firsT Three parTs of "Babylon RevlsiTed," FIngerald

skillfully esTablishes The facT ThaT Charlie Is undoubTedly capable and
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jusTified in his claim To Honoria. He has suffered sufficienT agony,

despair, and guilT in aToning for his pasT misTakes and deserves an

opporTuniTy To build a new and more meaningful life for himself and

Honoria. AT The same Time, Though, despiTe Charlie's capabiIiTies and

regardless of his suffering, his pasT conTinues To haunT him and To cause

him renewed sorrow and pain. And iT is This harsh realiTy which, in The

final Two secTions of "Babylon RevisiTed," Charlie musT recognize and

overcome.

As ParT IV begins, Charlie awakens The nexT morning believing

ThaT he is finally on The verge of galnihg The goal for which he has so

ardenle sTruggled during The pasT Three years:

He woke up feeling happy. The door of The world was open

again. He made plans, visTas, fuTures for Honoria and

himself, buT suddenly he grew sad, remembering all The

plans he and Helen had made. She had noT planned To die.

The presenT was The Thing--work To do and someone To love.35

AT The PeTers' residence ThaT afTernoon, however, jusT as Charlie Is abouT

To Take charge of his daughTer, his former friends Duncan and Lorraine

reappear and drunkenly demand enTrance. Shocked and ouTraged aT Their

coarseness and piTiful inebriaTion Charlie quickly sends Them away, buT

noT before They have done irreparable damage. Their presence has so

unnerved Marion ThaT she wiThdraws her consenT To leT Honoria go wiTh him.

ShaTTered by This sudden and unexpecTed Turn of evenTs, Charlie

reTurns in The opening scene of ParT V To The RITz bar. Anxious and

disconsolaTe, he neverTheless fighTs off The TempTing Impulse To sink

furTher inTo self—piTy and despair. Refusing a drink, he relucTanle

engages in a conversaTIon wiTh The club's owner. Once again he finds The

specTre of his pasT hovering over him:
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'I heard you IosT a loT In The crash.’ ’I did,’

and he added grimly, 'buT I IosT everyThing l wanTed

In The boom.' 'Selling shorT.’ 'SomeThIng like

ThaT.‘ Again The memory of Those days swepT over

him like a nighTmare-—The people They had meT Travelling;

Then The people who couldn'T add a row of figures or

Speak a coherenT senTence. . . . The women and The girls

carried screaming wiTh drink or drugs ouT of public places--

--The men who locked Their wives ouT in The snow,

because The snow of TwenTy-nine wasn'T real snow.

If you didn'T wanT iT To be real snow, you jusT paid

some money.36

This is boTh The sTory's Turning poinT and also Charlie's

mosT severe TesT of characTer. DespiTe his anger and blTTerness and The

TempTaTion To lose himself in drink and self—indulgence, Charlie resigns

himself once more To his difficulT Task of waiTing and hOplng. Having

foughT off The final assaulT of his conscience, he phones Lincoln PeTers

and learns ThaT he musT waiT aT leasT anoTher six monThs before renewing

his claim To Honoria. Shunning The TempTaTion To give up, Charlie vows:

He would come back some day; They couldn'T make him pay

forever. BuT he wanTed his child, and noThing was much

good now, beside ThaT facT. He wasn'T young anymore wiTh

a loT of nice ThoughTs and dreams To have by himself. He

was absoluTely sure Helen wouldn'T have wanTed him To be

so alone.

By The end of "Babylon RevisiTed," all Charlie can look

forward To is more suffering and despair. He knows ThaT only

paTience and perseverance will allow him To sTruggle back from his

disappoinTmenT. BuT his resolve To "come back some day; They couldn'T make

him pay forever," endows him wiTh digniTy and nobIlITy.

In The years beTween The publicaTion of The GreaT Gasty_and

Tender is The NighT, Fingerald's work reflecTs a more sober, resTrained,
 

 

and maTure perSpechve. Where earlier heroes had youTh and resiliency,

men like ForresT Janney and Charlie Wales undergo The painful process of

 





 

 

 

 

aging and of waTching Their youTh and dreams fade. Moreover, Janney

and Wales are noT romanTic heroes in quesT of an "Impossible dream."

They are men who have suffered deep disillusion and anguish. They are

flawed, someTimes paTheTic men sTruggling againsT lneviTable erosion of

spiriT and decline of viTaIiTy. Their hopes and aspiraTions are no

longer bound up in romanTic dreams of wealTh, beauTy, and youTh. Where

a younger, "larger-Than-llfe" figure like The symbolic Gafsby could

Transcend The loss of his "fanTasTic" illusion by creaTing an ImaginaTlve

dream world, men like Janney and Charlie Wales (and laTer Dick Diver) are

forced To face The inescapable realiTy ThaT They cannoT escape Their

morTaliTy; for Them There remains only The recogniTion of suffering, and

Their only hope lies in Their exisTenTlal commiTmenT To endure, To persevere,

and To COnTinue‘ho pursue new goals, find new alTernaTives, and consider new

perspecTives.

As FingeraId's vision deepens in The second half of his career,

his work reflecTs a preoccupaTion wiTh a more complex and Tangible realiTy

and wiTh problems which are more perplexing and more profoundly human.

He finds himself faced wiTh The necessiTy of creaTing new characTers

(older, sadder, and wiser) and of exploring new Techniques and forms To serve

as vehicles for his more profound ThoughTs and feelings. And alThough

he does noT produce a single susTained work which Is arTisTlcally as

skillful as The GreaT Gasty, I believe ThaT in his nexT novel ]fgggg;

is The NighT, Fingerald wriTes a mosT human and polgnanT sTory, one which
 

Is The arTisTic culminaflon of all he has been working Toward since

The publicaflon of "The Rich Boy" in l926.





 

XI TENDER IS THE NIGHT AND RELATED STORIES

As sTories like "The LasT of The Belles," "The FreshesT Boy,"

"Basil and CIeopaTra," and "Babylon RevisiTed," clearly TesTify, a sad

and disappoinTed FIngerald sTruggled hard To accepT The passing of his

youTh and The loss of his "old" dreams of wealTh, romance, and success.

BuT his mosT profound disillusion was over The dislnTegraTion of his

marriage To Zelda, a breakdown reflecTed in Three shorT sTories, "The

Rough Crossing," "One Trip Abroad," and "Two Wrongs," and in The novel

Tender is The NighT.

In The Three sTories, wriTTen beTween early summer, I929, and

early fall, I930—-The period during which Zelda suffered her firsT break—

down-~Fingerald depicTs The spiriTual erosion and disinTegraTion of hopeful

young couples due To emoTional and psychological incompaTibiliTies. For

example, in "The Rough Crossing" and "One Trip Abroad," boTh couples are

unable To face The loss of Their youThful romanTic dreams; They lose Their

emoTional sTabiliTy and drifT inTo self-indulgence and dissipaTion. 'In

The Third sTory "Two Wrongs," FIngerald Traces The degeneraTion of a sTrong

and creaTive man and conTrasTs his decline wiTh his wife's growing viTaIiTy.

AT The beginning of "A Rough Crossing" (I929), Eva and Adrian

SmiTh's marriage is already shaky due To Eva's jealousy of Adrian's

populariTy and success as an acTor. Hoping To rescue Their declining

relaTionship, Eva suggesTs They Take a European holiday: "IT was in The
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hope ThaT There was some secreT of graceful living, some compensaTion for

The losT careless confidence of TwenTy—one, ThaT They were going To spend

a year in France."I BuT Eva's dreams are shorT-lived; while on board

ship, Adrian has a brief buT inTense flirTaTion wiTh.a young woman, an

infaTuaTion "bearing him up info a delicaTe romanTic ecsTasy ThaT Trans-

cended passion." "He couldn'T relinquish iT," Fingerald adds, "he had

discovered someThing he ThoughT was losT wiTh his youTh forever."2

AlThough The sTory ends wiTh a reconciliaTion of The SmiThs, Fingerald

implies ThaT iT Is aT besT Temporary. Adrian will conTinue To be drawn To

romance and exciTemenT, and Eva will remain Torn by self—desTrucTive

jealousy.

WriTTen a year laTer, "One Trip Abroad" depicTs anoTher failed

marriage. Fingerald Traces The decline of The relaTionship of Nicole

and Nelson Kelley (a younger couple Than The SmiThs) from The beginning of

Their marriage unTil a Time several years laTer when boTh become paTienTs

in a Swiss SaniTorium.

AT The ouTseT of Their marriage, Nicole and Nelson dream of

becoming successful arTisTs——she as a singer and he as a painTer. Like

DexTer Green before he meeTs and falls in love wiTh Judy Jones, boTh are

"magnificenle, aTTune To life" and hopeful of aTTaining Their dreams.

BuT, having embarked on a European honeymoon, boTh discover ThaT now,

(insTead of sTruggling To pursue Their careers) "They wanTed The TasTe

and smell of The living world; for The presenT They were finding if in

each oTher."3

As They Travel Through Europe and Africa, They slowly and

progressively begin To drifT from Their original aims: "for as yeT his
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painTing had no serious direcTion and her singing had no immediaTe prospecf

of becoming serious. They said They were noT 'geTTing anywhere'--The

evenings were long, so They began To drink a loT of vin de Capri aT

dinner."4

Wandering from The lTalian To The French Rivieras in search of

some romanTic ecsTasy neiTher is able To grasp or define, Nicole and Nelson

increasingly focus Their lives on parTies and gliTTering social evenTs.

As They become more resTless and confused, They mask Their degeneraTion

wiTh The Illusion ThaT "'we're geTTing ouT of if all soon . . . afTer This

summer.'"5

Gradually The Kelleys sink inTo boredom and dissipaTion: each

engages in a brief and unsaTisfying affair followed by The IneviTable

violenT argumenTs ThaT only re-open old wounds and leave IasTing emoTional

scars. Even The birTh of a child fails To mend The relaTionship or half

iTs decline. Thus, by The sTory's end, boTh are in a Swiss saniTorium,

sTill deluding Themselves, sTill believing ThaT They can recapTure The

romanTic dreams of Their youTh:

. . The moon lifTed iTself and The lake brighTened;

The music and The faraway lighTs were like hOpe,

like The enchanTed disTance from which children see

Things. In Their separaTe hearTs Nelson and Nicole

gazed backwards To a Time when life was all like

This. . . . 'We can have if all over again,’ she

whispered. 'Can'T we Nelson . . . IT's jusT ThaT

we don'T undersTand whaT's The maTTer,' she said.

'Why did we lose peace and love and healTh, one

afTer The oTher? If we knew, if There was anyone

To Tell us, I believe we could Try.'6

While "The Rough Crossing" and "One Trip Abroaw'clearly prefigure

The break-up of The Divers in Tender is The NighT, Fingerald offers even
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more sTriking and concreTe foreshadowings in "Two Wrongs" (I930). In This

sTory, he conTrasTs The decline of The once-sTrong and energeTic Bill

McChesney wiTh The IiberaTion of his formerly dependenT wife, Emmy. AT The

heighT of his success as a Broadway producer and paTron of The arTs, Bill

meeTs and falls in love wiTh The young and beauTiful Emmy Pincard. STirred

by her beauTy and youThful radiance, he offers her a role In his new

producTion. Subsequenfly, she becomes an overnighT sensaTion. IT is aT

This poinT ThaT Bill's TransformaTion begins:

. when They opened in The ciTy, no sooner did he see

The oTher men begin To crowd around her beauTy Than she

became This play for him, This success, The Thing he came To

see when he came To The TheaTer. AfTer a good run if closed

jusT as he was drinking Too much and needed someone in The

grey days of reacTion. They were married suddenly in

ConnecTicuT, early in June.

BuT afTer The iniTial passion and exciTemenT of The marriage has dimmed,

Bill finds himself sTill resTlessly searching for romance, glamour, and

companionship. His insecuriTies lead him inTo damaging and humiliaTing

affairs.

Meanwhile, Emmy, in poor healTh, finds herself ignored and over-

looked; slowly, she realizes ThaT she musT begin The painful process of

emoTional and physical rehabilITaTion alone:

When Emmy was well, physically and menTally, her incessanT

idea was To learn To dance; The old dream . . . persisTed as

a brighT avenue leading back To firsT youTh and days of hope

in New York.8

As Bill conTinues his decline, Emmy regains her healTh and balance, and

The earlier paTTern of Their relaTionship ls reversed. Bill "had come

To lean in a way on Emmy's fine healTh and viTaIiTy. They were always

TogeTher and if he felT a vague dissaTisfacTion ThaT he had grown To
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need her more Than she needed him, There was always The hope ThaT Things

would break beTTer for him nexT monTh, nexT year."9 BuT as Bill grOWS

more dependenT upon her for his emoTional sTabiliTy, Emmy grows sTronger

and more independenT: "for The world of her work, where she exisTed

wiThouT Bill, was bigger To her now Than The world in which They had exisTed

TogeTher. There was more room To be glad in one Than sorry in The oTher."IO

Finally, In choosing To live in The "World of her work," Emmy

also chooses To break wiTh her husband. Even Though They preTend ThaT

The marriage will Thrive once Bill is rehabiliTaTed, boTh know ThaT a spliT

is ineviTable. Thus, in The final scene, Bill, now "emoTionally bankrupT,"

leaves New York for The WesT, while Emmy, now an inTernaTionally famous

dancer, embarks for a European Tour wiTh her TuTor—Iover.

In These Three precursors of Tender is The NighT FingeraId's

Tone is subdued, almosT as if he had resigned himself To his personal

failure and To The loss of Zelda; he Is no longer concerned wiTh capTuring

The "old dream," buT wiTh coping wiTh disillusions by learning To adjusT

To IimiTaTions. As a resulT, his laTer heroes like himself are older,

more human, and more sympaTheTic.

II

"People are divided inTo Two classes," Fingerald said

once in conversaTion. " There are Those who Think, are sensiTive

and have some faTal flaw. There are Those who are good and unimaginaTive--

and uninTeresTing."ll Indeed, Fingerald saw himself as sensiTive and

TalenTed, heroic and noble, and yeT flawed by his self—indulgence. "l'm

so bad," he said of himself wiTh mock disparagemenT, ”such a lousy



  

 



 

son-of-a—biTch ThaT I have goT To do someThing good-~50 good in my work--

so ThaT iT counTerbalances The bad. I've goT To be good and I can be in

my work."'2

Because he was so self—conscious of whaT he romanTically

Termed The "faTal flaw," Fingerald was acuTely aware of a dualiTy in his

personaliTy—~his irreconcilable need To achieve greaTness and To discipline

himself in arT and aT The same Time his deeply human need To be accepTed

and loved by all Those who Touched him. Fingerald dramaTizes This

conflicTing dualiTy In his own personaliTy Through Dick Diver his mosT

human and complex hero. Working on an earlier drafT of whaT was To

become Tender is The NighT, Fingerald wriTes:

The hero was born in l89l. He is a well-formed raTher

aThleTic and fine-looking fellow. Also he is very

inTelligenT, widely read-—in facT he has all The

TalenTs, including especially greaT personal charm.

This is all planTed in The beginning. He is a superman

in possibiliTies, ThaT is he appears To be aT firsT

sighT from a bourgeoise poinT of view. However, he lacks

ThaT Tensile sTrengTh--none of The ruggedness of Brancusi,

Leger, Picasso. . . . He looks, Though like me. The

faulTs-—The weakness such as social climbing, The drinking,

The desperaTe clinging To one woman3 finally, The

neurosis, only come ouT gradually.

In Tender Is The NighT, Fingerald chronicles The decline

of DocTor Richard Diver from a promising and idealisTic young psychologisT

To a lonely, biTTer, and disillusioned man in The final sTages of

"emoTional bankrupTcy" and spiriTual ruin. From The ouTseT of Book I,

FIngerald emphasizes Dick's dual iTy.'4When he begins his sTudies aT Zurich

in The spring of l9l7, Dick is "aT The very acme of his bachelorhood,"'

and is free To pursue his dream of becoming a greaT psychologisT.

AT This poinT in his life, Dick is dedicaTed To his dream and To his work;





he lives deeply In his sTudies and labors wiThouT benefiT of luxury,

diversion, or romance:

AT The beginning of |9l7, when iT was becoming difficulT

To find coal, Dick burned for fuel almosT a hundred

Tebeooks ThaT he had accumulaTed; buT only, as he laid

each one on The fire, wiTh an assurance chuckling inside

him ThaT he himself was a digesT of whaT was wiThin The

book, ThaT he could brief iT five years from now If iT served

To be briefed. This wenT on aT any odd hour, If necessary,

wiTh a floor rug over his shoulders . 6

Dick's asceTicism is sincere; however, as Fingerald noTes, asceTicism

is noT necessarily The dominanT componenT of Dick's naTure. STill wanTing

To succeed aT his work, Dick senses ThaT There is someThing infiniTely

more romanTic To life—~someThing unrelaTed To discipline and resTrainT:

Dick goT up To Zurich on less Achilles' heels Than

would be required To equip a cenTipede, buT wiTh plenTy--

The illusions of eTernal sTrengTh and healTh, and of The

essenTial goodness of people, illusions of a naTion,

The lies of a generaTion of fronTier moThers who had To

croon falsely, ThaT There were no wolves ouTside The door.'7

While These qualiTies make Dick charming, Fingerald suggesTs ThaT They

are ulTimaTely damaging To a man whose work depends upon deTachmenT,

objecTiviTy, and judgmenT. Early in his career, Dick had been warned of

such pinalls by a young Rumanian inTellecTual. "You're noT a romanTic

philosopher—- " he said. ”You're a scienTisT. Memory, force, characTer—-

especially good sense. ThaT's going To be your Trouble--judgmenT abouT

yourself.“8

In poinTing To Dick's naiveTe and his vague yearnings, Fingerald

is foreshadowing The gradual emergence of whaT is To develop finally

as The dominanT sTrain in Dick's dual naTure--his romanTic illusions

and his need To be admired and loved:
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he lives deeply In his sTudies and labors wiThouT benefiT of luxury,

diversion, or romance:

AT The beginning of l9l7, when iT was becoming difficulT

To find coal, Dick burned for fuel almosT a hundred

Tebeooks ThaT he had accumulaTed; buT only, as he laid

each one on The fire, wiTh an assurance chuckling inside

him ThaT he himself was a digesT of whaT was wiThin The

book, ThaT he could brief iT five years from now If iT served

To be briefed. This wenT on aT any odd hour, If necessary,

wiTh a floor rug over his shoulders . '6

Dick's asceTicism is sincere; however, as Fingerald noTes, asceTicism

Is noT necessarily The dominanT componenT of Dick's naTure. STill wanTing

To succeed aT his work, Dick senses ThaT There is someThing InfiniTely

more romanTic To |ife--someThing unrelaTed To discipline and resTrainT:

Dick goT up To Zurich on less Achilles' heels Than

would be required To equip a cenTipede, buT wiTh plenTy--

The illusions of eTernal sTrengTh and healTh, and of The

essenTial goodness of people, illusions of a naTion,

The lies of a generaTion of fronTier moThers who had To

croon falsely, ThaT There were no wolves ouTside The door.'7

While These qualiTies make Dick charming, Fingerald suggesTs ThaT They

are ulTimaTely damaging To a man whose work depends upon deTachmenT,

objecTiviTy, and judgmenT. Early in his career, Dick had been warned of

such pinalls by a young Rumanian inTellecTual. "You're noT a romanTic

philosopher—— he said. "You're a scienTisT. Memory, force,.characTer--

especially good sense. ThaT's going To be your Trouble--judgmenT abouT

yourself.“8

In poinTing To Dick's naiveTe and his vague yearnings, Fingerald

is foreshadowing The gradual emergence of whaT is To develop finally

as The dominanT sTrain in Dick's dual naTure——his romanTic illusions

and his need To be admired and loved:
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. . The TruTh was ThaT for some monThs he had been going

Through ThaT parTiTioning of The Things of youTh wherein

iT is decided wheTher or noT To die for whaT one no longer

believes. In The dead whiTe hours in Zurich sTaring

inTo a sTranger's panTry across The upshine of a sTreeT—

lamp, he used To Think ThaT he wanTed To be good, he wanTed

To be kind, he wanTed To be brave and wise, buT if was all

preTTy difficulT. He wanTed To be loved, Too, if he

could fiT iT in.|

He finds love in The person of The beauTiful Nicole Warren, daughTer of

a Chicago millionaire who, as a resulT of being raped by her faTher,

has become schizophrenic. lniTially feeling sympaThy for her, Dick had

Taken an inTeresT in her case, and following his discharge from The army in

l9l9, he reTurns To The clinic in Zurich To TreaT her. DespiTe repeaTed

warnings from his friend Franz Gregorovious and from The clinic's owner,

The highly respecTed Dr. Dohmler, and despiTe Dick's own knowledge of The

dangers inherenT in becoming emoTionally involved wiTh his own paTienT, he

soon finds himself helpless in The face of Nicole‘s charm, allure, and need:

. . The impression of her youTh and beauTy grew on Dick

unTil iT swelled inside of him like a paroxysm of

emoTion. She smiled, a moving childish smile ThaT was like

all The losT youTh in The world . . . There was an exciTemenT

abouT her ThaT seemed To reflecT all The exciTemenT in The

world.

Recognizing his siTuaTion clearly, Dick Tells Franz: "The

weakness of This profession is iTs aTTracTion for The man a liTTle crippled

and broken. WiThin The walls of The profession he compensaTes by Tending

Toward The clinical, The pracTical-—he has won his baTTle wiThouT a

sTruggleJ' His percepTions are ironically propheTic, for ulTimaTely,

iT is his inabiliTy To remain "clinical" and "pracTical" in TreaTing

Nicole which causes his downfall.
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Before encounTering Nicole, Dick is reminiscenT boTh of DexTer

Green when he was "magnificenle aTTune To life" aT The momenT before he

meeTs Judy Jones and of Jay Gasty aT The momenT before he kisses Daisy

and "forever weds his unuTTerable visions To her perishable breaTh." BuT

where Gasty aTTemst To resTore The pasT and recapTure his dream, Dick

finds ThaT afTer commiTTing himself To Nicole:

There were now no more plans Than if Dick had arbiTrarily

made some indissoluble mixTure, wiTh aToms joined

and inseparable; . . . you could Throw if all ouT

buT never again could They fiT back inTo aTomic

scale. . . . As he held her and TasTed her .

he was Thankful To have an exisTence aT all, if

only as a reflecTion in her weT eyes.

Thus, when he leaves Nicole aT The door of The saniTarium one day, "he

knew her problem was one They had TogeTher for good now."22

Dick's decision To marry Nicole, represenTs, Therefore, The

iniTial Tangible sTep in his progressive and ineviTable emoTional and

spiriTual decline. For his naTve and impulsive commiTmenT To The conTra—

dicTory goals of marrying Nicole and of curing her illness ulTimaTer

sTrip him of his "once proud purpose."

In The nexT six years Dick neglecTs his sTudies and pracTice

and minisTers exclusively To Nicole. Foresaking his "old asceTicism"

and his old dream, he also becomes unavoidably caughT up in The gliTTering

world of The Warrens. Socializing wiTh The wealThy and preTenTious Riviera

seT, Dick is drawn To The luxury and splendor of villas on The MediTerranean,

and lavish, seemingly inTerminable parTies. And, as Fingerald suggesTs,

The social whirl becomes increasingly a facade behind which Dick imperfechy

conceals his growing "lesion of viTaIiTy." All The while he has been
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"parTicipaTing in Nicole's disinTegraTions," Dick has also been sacrificing

himself-—willfully giving his energy and viTaIiTy in The hope of curing her.

If is aT This poinT ThaT Dick meeTs The young and beauTiful American

acTress, Rosemary HoyT.

AlThough she is young, inexperienced, and lacking in perspecTive,

Rosemary's iniTial impressions of Dick are similiar To Nick Carraway's firsT

reacTions To Jay Gasty. When she meeTs Dick, Rosemary senses ThaT he

is "kind of charming-—his voice promised ThaT he would Take care of her,

and ThaT a liTTle laTer he would open up new worlds for her, unreal and

endless succession of magnificenT possibiliTies."23

Through Rosemary's youThful and romanTic eyes, The Divers'

universe (presided over by Dick) Takes on a TranscendenT, sparkling

radiance. BuT behind This seeming glam0ur,Fingerald suggesTs, is a

"complexiTy and . . . lack of innocence" which The sTarry—eyed Rosemary

does noT perceive:

Her naiveTe responded whole-hearfedly To The expensive

simpliciTy of The Divers, . . . unaware ThaT iT was

all a selecTion of qualiTy raTher Than quanTiTy from The

run of The world's bazaar; and ThaT The simplicITy of

behavior also, The nursery—like peace and good will,

The emphasis on The simpler virTues, was parT of a desperaTe

bargain wiTh The gods and had been aTTained aT only Through

sTruggles she could noT have guessed aT. AT The momenT

The Divers represenTed exTernally The exacT furThermosT

evoluTion of a class, so ThaT mosT people seemed awkward

beside Them-—in realiTy a qualiTaTive change had already

seT in ThaT was noT aT all apparenT To Rosemary.24

In viewing Dick Through Rosemary's eyes, Fingerald creaTes an ironic

double perspecTive: he presenTs Dick six years afTer his marriage bravely

sTruggling To creaTe an ouTward appearance of healTh and happiness, while

simulTaneously aTTempTing To conceal his increasing cynicism and despair.
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Probing furTher beneaTh The facade, Fingerald observes Dick Through

Nicole's poinT of view. As she observes afTer a parTy:

. . . one of his mosT characTerisTic moods was upon

him . . . his own form of melancholy which he never

displayed buT aT which she guessed. The exciTemenT of

Things reached an inTensiTy ouT of proporTIon To Their

imporTance, generaTing a really exTraordinary veruosiTy

wiTh people. Save among a few of The Tough—minded and

pereniallySuspicious, he had The power of arousing a

fascinaTed and uncriTical love. The reacTion came when

he realized The wasTe and exTravagance involved. He

someTimes looked back wiTh awe aT The carnivals of

affecTion he had given, as a general mighT gaze upon a

massacre he had ordered To saTisfy an impersonal blood lusT.25

In addiTion, Dick himself hinTs aT his own increasing decline.

During his firsT meeTing wiTh Rosemary, for example, he momenTarily drops

his guard: "IT's noT a bad Time . . . ," he muses. "IT's noT one of

The worsT Times of The day."26 His deepening sense of dislocaTion becomes

more pronounced and evidenT when he Takes Rosemary and his friend, The

wriTer, Abe NorTh, To The old World War I baTTlefieId aT Thiepval. Mourning

The passing of an era To which he once belonged and a value sysTem To which

he once subscribed, Dick wisTfully Tells Rosemary: "All my lovely safe

world blew iTself up here wiTh a greaT gusT of high explosive love . . . l

couldn'T kid here . . . The silver chord is ouT and The golden bowl is

broken and all ThaT, buT an old romanTic like me can'T do anyThing abouT IT."27

Having admiTTed his dissaTisfacTion and feelings of dislocaTion

To himself, if is noT surprising ThaT Dick now Turns To Rosemary In an

aTTempT To renew his self—esTeem and his dream of becoming a greaT psychologisT--

Those Things which he has sublimaTed and sacrificed in caring for Nicole.

Bur realizing "ThaT This impulse was a loss of conTrol—— . . . for The

firsT Time iT occurred To him ThaT Rosemary had her hand on The lever more

. . 28
auThorITaTlvely Than he." Dick's loss of conTrol becomes even more





 

 

evidenT when, afTer a shooTing incidenT in The Paris railway sTaTion, Nicole,

noT Dick, for The firsT Time clearly Takes charge of The siTuaTion. The impacT

of This change is noT fully perceived by Dick who "had no suspicion of The

sharpness of The change; he was profoundly unhappy and The subsequenT increase

of egoTism Tended To momenTarily blind him To whaT was going on round him,

and deprive him of The long groundswell of imaginaTion ThaT he had counTed

on for his judgmenTs."29

Following Rosemary's subsequenT deparTure for a movie sTudio

in Paris, Dick Tries To regain his balance. BuT finding himself disTurbed

and jealous over rumors of Rosemary's alleged pasT flirTaTions wiTh a young

man, "Dick felT a change Taking place wiThin him. Only The image of a

Third person, even a vanished one was needed To Throw him off balance and

send him Through waves of pain, misery, desire, desperaTion."3O AcTing

on an impulse borne of confusion and deep frusTraTion, Dick goes in

search of Rosemary. WaiTing for her in fronT of The sTudio, Dick is

alone wiTh his Terrible ThoughTs:

He knew ThaT whaT he was doing now marked a Turning poinT

in his life. IT was ouT of line wiTh everyThing ThaT

preceded iT--even ouT of line wiTh The effecT he mighT

hope To produce on Rosemary. . . . BuT Dick's necessiTy of

behaving as he did was a projecTion of some submerged realiTy;

. Dick was paying TribuTe To Things unforgoTTen, unshriven,

unexpurgaTed.3l

LaTer, "demoniac and frighTened, The passions of many men

inside him and noThing clear he could see,"32 Dick recognizes ThaT if

is urgenT for him To reTurn To his work. BuT having been away from iT

for so long he finds only more reminders of how much of himself he had

wasTed in The pasT six years: "Like so many men he had found

ouT ThaT he had only one or Two ideas—-ThaT his liTTle collecTion
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of pamphleTs now in iTs fifTieTh German ediTion conTained The germ of all

he would ever Think or know." 33

In The novel's final Two secTions, Fingerald probes behind

Dick's "manner" To his "cracked" morale, and explains Dick's decline

inTo "emoTional bankrupTcy" and Nicole's parallel reTurn To healTh and

sTabiliTy. Book IV opens on a hopeful noTe. WanTing To redirecf his

self-indulgenT urges and recapTure his viTaIiTy and dedicaTion, Dick

decides To open a clinic wiTh his old friend and colleague Franz. The

deal is consummaTed only afTer Dick borrows The IniTial invesTmenT capiTal

from Nicole's sisTer, Baby Warren. This, of course, makes him noT free

and independenT buT insTead even more indebTed To The Warrens: " . . . Then

if came To him under The form of whaT Baby had said: 'We musT Think if

over carefully'—-and The unsaid lines back of ThaT: full well knowing

ThaT, 'We own you, and you'll admiT iT sooner or laTer. IT is absurd

To keep up The preTense of independence.'"34

For a shorT Time, however, Dick regains some of his old

dedicaTion and enThuslasm, buT soon The old problems begin To Surface

again. Blindly jealous and reseanul of The Time Dick is spending wiTh

his female paTienTs, Nicole, in a fiT of rage and childish peTulance,

rolls Their car over an embankmenT and almosT kills Dick and The children.

IT is here ThaT Dick discovers To his horror ThaT "he could noT waTch her

disinTegraTions wiThouT parTicipaTing in Them.”35 And so he decides he

musT Temporarily leave boTh Nicole and The clinic.

In Munich, he hears from The professional soldier and Nicole's

admirer Tommy Barban of Abe NorTh's violenT deaTh: "Dick's lungs bursT

for a momenT wiTh regreT for Abe's deaTh and his own youTh of Ten years

ago."36FurTher reflecTing on his own siTuaTion, Dick begins To see more
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clearly ThaT:

He had losT himself—-and he could noT Tell The hour

when, or The day of The week, The monTh of The year.

Once he had cuT Through The simplesT Things, solving

The mosT complicaTed equaTions as The simplesT problems

of his simplesT paTienTs. BeTween The Time he found

Nicole flowering under a sTone on The Zurichsee,

and The momenT of his meeTing wiTh Rosemary The

spear had been blunTed.37

Thinking back To The days before he had pledged himself and his dreams To

Nicole, Dick comes To The horrifying recogniTion ThaT his own vulnerabiliTy,

his need To be loved and used, has been The source of his decline:

. he had never felT more sure of himself, more

Thoroughly his own man, Than aT The Time of his

marriage To Nicole, yeT he had been swallowed up like

a gigolo, and somehow permiTTed his arsenal To be

locked up in The Warren safeTy—deposiT vaulTs.38

Aware now ThaT he hasvwfifed valuable Time and energy in The service of The

Warrens, Dick biTTerly resolves ThaT " . . . iT isn'T over yeT. I've

wasTed eighT years Teaching The rich The ABC's of human decency, buT I'm

noT done. I've goT Too many unplayed Trumps in my hand."39

BuT jusT as Dick is mosT in need of a moral and spiriTual guide,

The news of his faTher's deaTh in America reaches him. In Virginia To

pay his lasT respecTs, he clearly realizes ThaT a parT of his naTure which

once believed "ThaT noThing could be superior To 'good insTincT, honor,

courfesy, and courage' had died wiTh his faTher."4O

DesperaTely groping To recapTure some semblance of his old

balance, Dick reTurns To The conTinenT. In Rome he accidenTally meeTs

Rosemary. Recalling her former adoraTion of him, he misTakenly believes

ThaT he can recapTure ThaT magic feeling of four years ago:
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The pasT drifTed back and he wanTed To hold her eloquenT

giving—of-herself in iTs precious shell, Till he enclosed

iT, Till if no longer exisTed ouTside him. He Tried To

collecT all ThaT mighT aTTracT her--iT was less Than iT had

been four years ago. EighTeen mighT look aT ThirTy-four

Through a rising misT of adolescence; buT TwenTy-Two

would see ThirTy—eighT wiTh discerning clariTy.4|

His aTTempT To rekindle The old relaTionship only forces Dick To see,

in sTill anoTher conTexT, how much of his old viTaIiTy he has losT. "Why

couldn'T we jusT have The memory anyhow?" And Dick paTheTically replies:

" I guess I'm The Black DeaTh. . . . I don'T seem To bring people happiness

anymore."42

EmpTy and despairing, overwhelmed by rage and self-piTy, Dick

brawls wiTh an lTalian cab driver and is subsequenle beaTen up by a policeman

and Thrown in jail. Bailed ouT by Baby Warren, he is finally forced To

face The realiTy ThaT The Warrens "now possessed a moral superioriTy over

him for as long as he proved of any use."43

As Book V opens, a humbled and humiliaTed Dick reTurns To The

clinic. Having IosT his digniTy and self-possession, he has only his

rapidly deTerioraTing relaTionship wiTh Nicole To fall back on. As he

becomes increasingly more cynical and conTenTious, Dick alienaTes Those

around him; aT The same Time, Nicole grows sTronger and healThier and sees

his decline as boTh a burden and an obsTacle To her own healTh and sTruggle

for independence. Through an affair wiTh Tommy Barban, she finally achieves

her freedom from Dick, and he is lefT alone To confronT The problem he has

really sTruggled wiTh from The very momenT he married her:

His love for Nicole and Rosemary, his friendship wiTh Abe

NorTh, wiTh Tommy Barban in The broken universe of The

war's ending--in such conTacTs The personaliTies seemed To

press up so close To him ThaT he became The personaliTy

iTself—~There seemed some necessiTy of Taking all or noThing;
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if was as if for The resT of his life he was condemned To carry

wiTh him The egos of cerTain people, early meT and early

loved, and To be only as compleTe as They were compleTe Themselves.

There was some elemenT of loneliness involved-—so easy To be

Ioved-—so hard To love.

IT is This need, now grown To overwhelming proporfions, which finally

divorces Dick from his work and sTrips him of his once-proud purpose:

"NoT wiThouT desperaTion, he had long felT The eThics of his profession

45 NoT wanTing Nicole's piTy, he Tells

46

dissolving inTo a lifeless mass."

her soberly, "I'm Trying To save myself."

Having given in To his deepesT human need—-To be loved-—

Dick has parTicipaTed in his own disTinTegraTion. Like Gasty, he has

Tied his "incorrupTible dream" To a morTal and perishable subsTance

buT, where Gasty was spared The indigniTy of waTching his dream become

corrupTed by "foul dusT," Dick insTead painfully endures The ordeal boTh

of waTching his hopes and dreams perish and of seeing himself age and

I

decline. By The close of Tender is The NighT, he makes The unavoidable

recogniTion ThaT "he was noT young any more wiTh a loT of nice ThoughTs

and dreams To have abouT himself, so he wanTed To remember Them well."47

Clearly, Then, Dick Diver's "lesion of viTaIiTy" is final and

irrevocable. And following Tender is The NighT Through The LasT Tycoon,

Fingerald's moods alTernaTed beTween despair and self—pITy and whaT he

laTer called "The wise and Tragic sense of life," The recogniTion ThaT

"life is essenTially a cheaT and iTs condiTions are Those of defeaT,

and ThaT The only redeeming Things are noT 'happiness and pleasure,’

buT The deeper saTisfacTions ThaT come ouT of sTruggle."48 During The

lasT years of his life, Fingerald Tried To live and wriTe according To

This eThic, and in his final work, The LasT Tycoon, he was able To

IncorporaTe iT inTo his arT, specifically in his creaTion of The sTrong-

willed and self—sufficienT characTer of Monroe STahr.





 

XII THE FINAL PHASE: THE CRACK-UP, HOLLYWOOD

YEARS AND THE LAST TYCOON

The "crack-up" period, l934-l937, was The mosT despairing Time

of Fingerald's life. During These years, Zelda's condiTion worsened

and she aTTempTed suicide, and Fingerald was finally forced To give up

his waning hopes for her recovery. In addiTion, The public's rejecTion of

Tender is The NighT caTapulTed him inTo prolonged depression and unconTroll-

able drinking. AT a Time when Fingerald's spiriTs receded To Their

lowesT ebb, however, he produced The Three "crack—up" essays (I936) and

"Early Success" (I937), as well as The sTories "AfTernoon of an AuThor,"

"AuThor's House," and "An AuThor's MoTher" (l937). ConTaining some of his mosT

moving prose and deepesT personal insighTs, These essays and auTobiographical

skeTches reflecT Fingerald Trying To come To Terms wiTh his decline inTo

"emoTional bankrupTcy" and self—piTy. And iT is in The wriTing of These

pieces ThaT he gains The necessary clear perspecTive which helps him finally

To undersTand and To cope wiTh his personal deTerioraTion.

In "The Crack—Up," "Handle WiTh Care," and "PasTing lT TogeTher,"

Fingerald submiTs To The rigorous and TormenTing process of self-analysis.

By confessing his guilTs and deepesT fears, he undergoes an emoTional

and spiriTual caTharsis and emerges from his "dark nighT of The soul" wiTh

a renewed sense of self-irony and self—possession. In "The Crack-Up,"

Fingerald recognizes ThaT in lighT of his recenT collapse he musT now

re-Think his old philosophy ThaT "Life was someThing you dominaTed if you
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were any good."| Formerly, he had escaped his disappoinTmenT aT

noT "being big enough (or good enough) To play fooTball in college, and

aT noT geTTing overseas during war-—” by wiThdrawing inTo "childish

waking dreams of imaginary heroism ThaT were good enough To go To sleep on

in resTless nighTs."2 In The pasT, he adds, "The big problems of life

seemed To solve Themselves, and if The business of fixing Them was difficulT,

iT made one Too Tired To Think of more general problems. . . ." BuT, he

sTaTes emphaTically, "Ten years This side of forTy—nine, I suddenly

realized ThaT I had premaTurely cracked."3

In "Handle WiTh Care,” Fingerald summarizes his career from

his disappoinTmenT aT noT becoming a campus leader aT PrinceTon Through

The failure of Tender is The NighT. Sensing ThaT he has become "an unwilling

wiTness of an execuTion, The disinTegraTion of one's own personaliTy . . . ,"

Fingerald finds:

. There was noT an 'I' anymore--noT a basis on which

I could organize my self— respecT-~save my IImiTIess

capaciTy for Toll ThaT iT seemed | possessed no more. IT

was sTrange To have no self——To be like a liTTle boy lefT

alone in a big house, who knew ThaT now he could do any-

Thing he wanTed To do, buT found There was noThing ThaT

he wanTed To do——4

Realizing ThaT "for Two years my life had been drawing on resources ThaT

I did noT possess, ThaT I had been morTgaging myself physically and

spiriTually up To The hilT," he concludes ThaT "of all naTural forces,

viTaIiTy is The incommunicable one." 5

ATTempTing To formulaTe a more realisTic and objecTive soluTion

To his problem, Fingerald develops In The final essay, "PasTing IT

TogeTher," a philosophy which allows him To re—enTer The mainsTream of
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life. Vowing ThaT ”The old dream of being an enTire man in The GoeThe-

Byron-Shaw TradiTion . . . has been relegaTed To The junk heaps of The

shoulder pads worn for one day on The PrinceTon freshman fooTball field

and The overseas cap never worn overseas,"6 he deTermines To make a

"clean break" from his pasT. "I only wanTed absoluTe quieT," he wriTes,

"To Think ouT why I had developed a sad aTTiTude Toward sadness, a

melancholy aTTiTude Toward melancholy and a Tragic aTTiTude Toward

Tragedy-—why I had become idenTified wiTh The objecTs of my horror or

compassion."7 Concluding ThaT he no longer can escape his dilemma,

sadly, yeT resoluTely, he declares:

A clean break is someThing you cannoT come back from;

ThaT is irreTrievable because iT makes The pasT cease

To exisT. So, since I could no longer fulfill The obligaTions

ThaT life had seT for me or ThaT I had seT for myself,

why noT slag The empTy shell who had been posTuring aT if for

four years?

Knowing ThaT "There is a price To pay," and ThaT'Hife will never be very

pleasanT again,"9 Fingerald resolves: "There was To be no more

giving of myself—~all giving was To be ouTlawed hence-forTh under a new

name, and ThaT name was "WasTe."'O

Though Hemingway and Dos Passos publically criTicized him for

his excessive self-indulgence in The "crack-up" essays, Fingerald

was convinced neverTheless ThaT Through Those pieces he had exorcized his

despair and self-piTy. As a resulT, he was able To view himself wiTh irony

and deTachmenT. ReflecTing on his emoTional and spiriTual ordeal, he laTer

wriTes To a friend: ". . . iT seems more a spiriTual 'change of life'--

and a mosT unwilling one--iT was a proTesT againsT a new seT of condiTions

which I would have To face and a proTesT of my mind aT having To make The
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psychological adjusTmenTs which would suiT This new seT of

. I

CircumsTances . " I

During The "crack-up" period, Fingerald aTTempTed buT failed

To compleTe Two ficTional series--"The CounT of Darkness," (I935)

an aborTlve medieval romance, and The "Gwen" series (I936). which

was modeled afTer his daughTer. Looking back on This period several years

laTer, he reflecTs:

IT Isn'T parTicularIy likely ThaT I'll wriTe a greaT many more sTories

abouT young love. I was Tagged wiTh ThaT by my firsT wriTings up

To l925. Since Then . . . They have been done wiTh increasing

difficulTy and increasing sinceriTy . . . I have a daughTer.

She is very smarT; she is very preTTy; she is very popular. Her

problems seem To me To be uTTerly dull and her poinT of view

compleTely uninTeresTing . . . I once Tried To wriTe abouT her,

I couldn'T. So you see I've made sorT of a Turn.l2.

The "Turn" To which Fingerald refers is Toward The more Tigthy

woven and dramaTic sTories which he wroTe for Esquire, The besT of which

inlude ”Financing Finnegan," (I938) "Design in PlasTer," (I939) "The LOST

Decade," (I929) and "Three Hours BeTween Planes" (|94l). Perhaps because

Esguire's formaT demanded TighTer, shorTer, and less romanTic sTories Than

Those he had wriTTen in The pasT or perhaps because Fingerald was

deTermined To wriTe wiTh more deTachmenT and irony, These pieces are more

conTrolled and dramaTic, and less senTimenTal Than any of his earlier

sTories.

UnquesTionably in These laTer pieces, Fingerald is experimenTing

wiTh a "new perspecTive." His subjecT is failure: The world which he

porTrays is bleak; his heroes are men whose dreams and Triumphs are in The

pasT. His inTenTion is To malnTain disTance and conTrol, To reenforce his
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newly-formulaTed perspecTive. Specifically, he is Trying To accepT and

adapT To misforTune and The loss of dreams and To keep a TighT rein on his

emoTional excesses and on his Tendencies Toward despair.

In "Design in PlasTer," for example, Fingerald porTrays The

effecTs of self—piTy on his hero. As a resulT of a diving accidenT, MarTin,

his proTagonisT, is confined To a plasTer casT. Because he is alone much

of The Time he falls prey To a recurring fanTasy in which he picTures his

wife as having an affair wiTh anoTher man. DesperaTe, suspicious and full

of self-piTy, one afTernoon he follows her home where he slips and falls,

re—breaking his arm. LoaThing MarTin for his self-piTy, his wife in

reTaliaTion does decide To Take a lover. Thus, because of his inabiliTy

To conTrol his emoTions, MarTin ironically precipiTaTes The acTuaIizaTion

of his worsT fanTasies.

In Two oTher sTories of This period, Fingerald creaTes characTers

who are sTruggling like himself To gain some perspecTive and self—Irony on

Their personal failure. In "Financing Finnegan." Fingerald Takes a

humorous. ironic look aT a once-flamboyanT and famous wriTer who has fallen

inTo debT and is being supporTed by boTh his aqenT and his ediTor. And in

The more delicaTelv crafTed "The LosT Decade." he graphically deTails The

reTurn To socieTy of a man who had been an alcoholic for Ten yearS.

In "Three Hours BeTween Planes." Fingerald reTurns To a

familiar Theme in his earlier work--a middle—aged man's aTTempT To repeaT

The pasT. CaughT beTween planes in a sTrange Town. Donald PlanT visiTs a

girl he was once infaTuaTed wiTh in his youTh. She openly confides To him

ThaT she is unhappy in her presenT marriage. buT during The conversaTion he
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discovers ThaT she has misTaken him for someone else. DisappoinTed and

dishearTened, he aTTemst neverTheless To remain philosophical: "Donald

had losT a good deal Too in These lasT hours beTween planes--" Fingerald

wriTes. "BuT since The second half of life is a long process of

geTTing rid of Things, ThaT parT of The experience probably didn'T maTTer."'3

Where earlier heroes were disillusioned by Their aborTlve aTTemst To

rekindle old love affairs, Fingerald's proTagonisT in This sTory recognizes

The need for resTrainT and irony. In The beTTer shorT sTories of This

period, Therefore, Fingerald sTrives To accepT The loss of his dreams and

Through his arT achieves a more maTure and sober undersTanding of personal

failure.

III

In The midsT of his sTruggle To mainTain his new eThic and

commiTmenT To his wriTing, Fingerald accepTed In I937 MeTro-Goldwyn-

Mayer's offer To come To Hollywood and wriTe once more for The screen.

Needing The sTeady income, FingeraId also felT a renewed surge of viTaIiTy

and confidence. As he wriTes opTimisTically To his daughTer:

I feel a cerTain exciTemenT. The Third Hollywood venTure.

Two failures behind me Though no faulT of mine .

I wanT To profiT by These Two experiences-—l musT be very

Tachul buT keep my hand on The wheel from The sTarT-~

find ouT The key men among The bosses and The mosT malleable

among The collaboraTors-—Then fighT The resT TooTh and nail

unTil, in facT or in effecT, I'm alone on The picTure. ThaT's

The only way I can do my besT work. Given a break I can make Them

double This conTracT in less Than Two years.'4

WiTh characTerisTic TenaciTy and desire, Fingerald wanTed To

Prove ThaT he was capable of becoming a Top-noTch screenwrifer. BuT

iT wasn'T long before he realized ThaT screen wriTing was simply noT
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his forTef Referring To his frusTraTing experience, he wriTes To ScoTTie:

"You don'T realize ThaT whaT I'm doing ouT here is The lasT Tired efforT

of a man who once did someThing finer and beTTer." '5

PuTTing his illusions of movie success To resT in I939,

Fingerald began work on a new novel. BuT, failing in healTh and in

debT once more, he found himself forced To reTurn To The old sTandby--

wriTing magazine sTories.

Though disappoinTing, his Hollywood experience was noT

enTirely wasTed. He had Temporarily pulled himself ouT of debT, slowed

his drinking, and learned enough abouT The movie indusTry To begin

using iT as maTerial in a new series of sTories abouT a paTheTic 45-year-

old hack screenwrifer deSperaTer Trying To regain The glory of his

silenT—screen pasT. Having been shunTed aside by The success of Talkies,

II

PaT Hobby is losT in The "new Hollywood of The ThirTies. A misfiT, a

survivor from anoTher era, Hobby is paTheTically holding on To The only

Trade he knows wiTh The only raTionale he undersTands-—dupliciTy. Possessing

neiTher The TalenT nor The desire Tolearn his crafT anew, PaT (who

Fingerald describes as a "compleTe raT") has no oTher opTion buT To embrace

The husTler's eThic. ”Here was ThaT dearesT of Hollywood dreams--The

angle," Fingerald wriTes in "The Homes of The STars." "If one goT

The righT angle iT meanT meals aT The Brown Derby, long nighTs wiTh boTTIes

and girls, a new Tire for his old car."'6

TransparenT and wiThouT "sTyle," PaT is even unsuccessful aT

decepTion. His noTion of successful scripT wriTing is To lifT ideas from

newspapers and magazines; in "A Man in The Way" and "Teamed wiTh Genius,"

for example, PaT even sTeals ideas from his collaboraTors. And in "PaT

Hobby's ChrisTmas Wish," he resorTs To blackmail, all wiThouT success.
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AlThough PaT's double—dealing is peTTy and someTimes cruel,

FIngerald grudgingly admires his hero's sTruggle To survive. In facT, he

endows PaT wiTh a shabby digniTy. Like Willy Loman (and To Some exTenT

Fingerald himself), PaT is seduced by all The wrong dreams, and his paThos

lies in his inabiliTy To recognize ThaT his dreams are false and empTy.

As The PaT Hobby sTories reveal, Fingerald was drawn by

Hollywood's gliTTer and allure while, aT The same Time, The PuriTan in him

disapproved of The movie indusTry's cynicism and blaTanT commercialism.

As far back as I927, Fingerald had viewed The movie colony as a meTaphor

for The naTion's Tinsel dreams of glamour and romance, buT he had also

hoped ThaT The moTion—picTure indusTry would ineviTably maTure InTo an

arT form which would seT a sTandard of arTisTic excellence and good TasTe

for The enTire naTion. LaTer To fonn The ThemaTic core of The LasT Tycoon,

Fingerald developed This view firsT in an earlier sTory, "Crazy Sunday"

(I932). Here, Fingerald describes a producer, Miles Kalman, as a man

'7 Through”wiTh an inTeresTing TemperamenT and an arTisTic conscience."

his main characTer, Joel Coles, Fingerald porTrays Kalman as an arTisT.

And, alThough he knows of Kalman's personal problems, Joel commenTs afTer

The producer's Tragic deaTh in a plane crash: "EveryThing he Touched he

did someThing magical To, . . . WhaT a hell of a hole he leaves in This

damn wilderness-- "'8

The model for Miles Kalman was MGM's Irving Thalberg. Fingerald

regarded Thalberg as The firsT producer To mass produce high-qualiTy

Hollywood films. The idea ThaT one man of high inTegriTy and arTisTry

could Through his individual will and creaTiviTy shape The TasTes and

values of a naTion held an irresisTible appeal for FingeraId. Thus, if

was noT Surprising ThaT he reTurned To The Thalberg legend in his unfinished

 





 

novel, The LasT Tycoon, This Time wiTh The inTenTion of using Thalberg

as a model for his Tragic hero, Monroe STahr.

IV

Depressed by his failure asa screenwriTer and his rapidly

accumulaTing debTS, Fingerald's drinking increased in The IaTTer parT of

I939 and early I940, and once more his healTh began To fail. While wriTing

The PaT Hobby sTories for Esquire and conceiving The LasT Tycoon, Fingerald

made his final aTTempT To wring money ouT of The old poTboilers and

commercial love sTories. He Turned ouT "The End of HaTe" and "The LasT

Kiss" for Colliers (The IaTTer noT published unTil I947) and "On an Ocean

Wave," which he submiTTed To Esquire under The pen name Paul Elgin. BuT

he quickly gave up, admiTTing: ”I can'T wriTe These convincingly. IT

requires a cerTain ebullience abouT inessenTial and specious maTTers which

I no longer possess.“9

FurTher dishearTened by Colliers rejecTion of a porTion of

The LasT Tycoon, Fingerald wenT on a final binge. AfTer regaining his

balance, he wroTe of his experience: ”Only in The lasT few monThs has

life begun To level ouT again in any Tangible way. The movies wenT To my

head and I Tried To lick The seT-up single—handedly and came ouT a sadder

and wiser man."20

If is wiTh This perspecTive ThaT Fingerald seT ouT in earnesT

To compleTe The LasT Tycoon. In a IeTTer To his daughTer in June, I940,

he wriTes deTerminedly: "I wish now I'd never relaxed or looked back--

buT said aT The end of The GreaT Gasty: 'I've found my Iine—-from now

on This comes firsT. This is my immediaTe duTy——wiThouT This I am

noThing.'”2'





In basing The novel on The sTrong—willed Irving Thalberg's

meTeoric rise To power in The Hollywood of The ThirTies, Fingerald had

found boTh a hero and a seTTing which suiTed his purposes. As he wriTes  
In his noTes:

There's noThing ThaT worries me in The novel, noThing ThaT

seems uncerTain. Unlike Tender is The NighT, iT is noT The

sTory of deTerioraTion-—iT is noT depressing and noT morbid

despiTe The Tragic ending. If one book could be like

anoTher, I should say if is more like The GreaT Gasty Than any

oTher of my books. . . . I have seT iT safely in The period

of five years ago To obTain deTachmenT, buT now ThaT Europe

is Tumbling abouT our ears This seems for The besT. IT is an

escape info a lavish and romanTic pasT ThaT perhaps will never

come again in our Time.

Told from The poinT of view of his narraTor, Cecelia Brady, daughTer of STahr's

mosT vicious opponenT, The LasT Tycoon, Traces The absorpTion of The movie

indusTry inTo big EasTern corporaTions and The subsequenT decline of power

of The individual sTudio "boss." In addiTion, iT depicTs The rise of a new

force, organized labor, and iTs effecTs on moTion—picTure producTion. WiTh

This as a backdrop, Cecelia cenTers on The sTory of Monroe STahr's ascenT To

prominence, his reign over The Hollywood film indusTry, his love affair

wiTh KaThleen Moore and his ineviTable fall from power.

In The role of narraTor Cecelia performs The same funcTion for

STahr as Nick Carraway does for Jay Gasty. As Nick inTerpreTs Gasty's

quesT, so Cecelia inTerpreTs The significance boTh of STahr's Temporary

dominance of The Hollywood film indusTry and of his Tragic fall. Born

in Hollywood and educaTed aT an exclusive woman's school in The EasT,

Cecelia sees Through The preTense and moral corrupTion of The film

colony:
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Though I haven'T ever been on The screen I was

broughT up in picTures . . . I puT This down only To

indicaTe ThaT even before The age of reason I was in a

posiTion To waTch The wheels go round. . . . My faTher

was in The picTure business as anoTher man mighT be in

coTTon or sTeel, and I Took iT Tranquilly. . . . AT The

worsT I accepTed Hollywood wiTh The resignaTion of a

ghosT assigned To a haunTed house. I knew whaT you

were supposed £0 Think abouT iT buT I was obsTinaTer

unhorrified."2

Because of her unique advanTage, Cecelia believes ThaT "you can Take

Hollywood for granTed . . ." or " . . . dismiss iT wiTh The conTempT we

reserve for whaT we don'T undersTand."24 Singularly unimpressed by iTs

glamour and gaudiness, she admiTs noneTheless, ThaT "iT [Hollywood] can

be undersTood Too, buT only dimly and in flashes. NoT half a dozen men

have ever been able To keep The whole equaTion of picTures in Their heads.

And perhaps The closesT a woman can come To The seT—up is To Try and

undersTand one of Those men."25 For Cecelia, ThaT man is Monroe STahr.

Clearly infaTuaTed wiTh him, she conTendS ThaT like Jay Gasty,

he was faiThfuI To his dream unTil The end:

He had flown up very high To see, on sTrong wings, when he

was young. And while he was up There he had looked on all

The kingdoms, wiTh The kind of eyes ThaT can sTare sTraighT

inTo The sun. BeaTIng his wings Tenaciously——finally

franTically-—and keeping on beaTing Them, he had sTayed up

There longer Than mosT of us, and Then, remembering all he had

seen from his greaT heighT of how Things were, he seTTled

gradually To earTh.

Drawn iniTiaIly To STahr's magneTism and charm, Cecelia describes Their

firsT meeTing:
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His dark eyes Took me in and I wondered whaT They would

look like when They fell in love. They were kind, aloof,

and Though They ofTen reasoned wiTh you genle, somewhaT

superior, iT was no faulT of Theirs if They saw Too

much. . . . From where he sTood . . . he waTched

The mulTiTudinous pracTicaliTies of his world

like a proud young shepherd To whom nighT and day

never maTTered.

Clearly a born leader, STahr seemed faTed, desTined To esTablish

a sTandard of excellence for The film indusTry which had been missed since

The days of silenT movies. "The sTudio," Cecelia sTaTes, "was where STahr

had come To earTh afTer ThaT exTraordinary illuminaTing flighT where he

saw where we were going, and how we looked doing iT, and how much of if

maTTered."28 Moreoever, she adds: "You could say This was where an

accidenTal wind blew him, buT l don'T Think so. I would raTher Think

ThaT in a 'long shoT' he saw a way of measuring our jerky hopes and

graceful rogueries and awkward sorrows, and ThaT he came here from choice

To be wiTh us."29 Cecelia suggesTs ThaT as an arTisT and visionary,

STahr is The lasT and The besT of The old professionals, a "marker in an

"30
indusTry like Edison and Lummiere and GriffiTh and Chaplin. STahr

was The man who "led picTures way up pasT The range and power of The

TheaTre, reaching a sorT of golden age in The days before The censorship."3|

RefracTed Through Cecelia's sensibiliTies, Fingerald's STahr,

unlike his oTher heroes, is a man who has fulfilled his romanTic dreams

and for a Time has dominaTed and conTrolled an empire. Describing him

on The loT, Cecelia says:
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He spoke and waved back as The people sTreamed

by in The darkness, looking, I suppose, a

liTTle like The Emperor and The Old Guarde.

There is no world buT has iTs heroes, and STahr was

The hero.

In a succession of quick scenes, Cecelia renders a magnificenT close—up

of STahr working Tirelessly, paTienle, and confidenle. FirsT, he resToreS

The self—confidence of a Top—noTch cameraman wrongfully blacinSTed by

The indusTry. NexT, he aTTemst To show a novelisT how To wriTe dialogue

for The screen. LaTer, he lisTens paTienle To a "maTinee idol" complain

of his sexual impoTence. Finally, in a conference, STahr works masTerfully

To salvage a film marred by an incompeTenT direcTor and Two wriTers.

" . . . buT here was STahr, To care for all of Them" Thinks Wylie WhiTe,

one of The wriTers. "The effecT would noT wear off . . . noT anywhere

. . "33
WIThIn The walls of The loT.

In The final scene in ChapTer III, STahr siTs aT The "big Table"

in The commissary in sharp conTrasT To The oTher "money men" of The

indusTry. Unlike Them, he combines The "mixTure of common sense, wise

sensibiliTy, TheaTrical ingenuiTy, and a cerTain half-naIVe concepTion

"34 MosT of These men, Cecelia noTes, "owedof The common weal

Their success To differenT and incompaTible qualiTies. BuT in a group

a TradiTion carried along The less adepT and They were conTenT To look

aT STahr for The sublimaTed audiTing, and experience a sorT of glow as

if They had done if Themselves, like rooTers aT a fooTball game."35

The indusTry's mosT capable execuTive, STahr is iTs prime

mover and iTs Czar; aT his behesT she says " . . . dreams hung in

fragmenTs . . . suffered analysis, passed——To be dreamed in crowds or

else discarded."36 Because he is surrounded "wiTh men who were very far

below him in TasTe and abiliTy,"37 iT is STahr's self—ordained
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responsibiliTy To be "righT all The Time." For example, afTer lisTening

To a disillusioned and frusTraTed wriTer complain ThaT he would like

more arTisTic freedom, STahr paTienle explains:

'ThaT'S The condiTion. . . . There's always some lousy

condiTion. We're making a life of Rubens—-suppose I

asked you To do porTraiTs of rich dopes like Billy Brady

and me and Gary Cooper and Marcus when you wanTed To painT

Jesus ChrisT. Wouldn'T you feel you had a condiTion?

Our condiTion is ThaT we have To Take people's own favoriTe

folklore and dress IT up and give iT back To Them. AnyThing

beyond ThaT is sugar. Won'T you give us some sugar, Mr.

Boxley'?38

Though she knows ThaT his posiTion and his sense of responsibiliTy demand ThaT

STahr be a Tough-minded realisT, Cecelia is also fascinaTed by his

sensiTiviTy and his innaTe romanTicism:

Beginning aT abouT Twelve, probably, wiTh The ToTal rejecTion

common To Those of exTraordinary menTal powers, The 'See

here: This is all wrongv~a mess——a lie-—and a sham—-,'

he swepT iT all away, everyThing, as men of his Type do

and Then insTead of being a son of a biTch as mosT of Them are,

he looked around aT The bareness ThaT was lefT and said To

himself, 'This will never do.‘ And so he had learned

Toleranceé kindness, forebearance, and even affecTion like

Iessonsf5

Feeling ”a cerTain duTy To The public," STahr Is willing,

even eager, To make a picTure of superior qualiTy even Though he knows

iT will lose money. AT a meeTing of The moguls, STahr shocks Them

when he exclaims: "For Two years we've played iT safe" he Tells Them.

" IT's Time we made a picTure ThaT'll lose some money. WriTe iT off

as good wiII--This'll bring in some new cusTomers."40

In The pasT STahr has been able To dicTaTe his own personal

sTandards of excellence To Them, buT now Things are changing. The

New York monied inTeresTs are noT inTeresTed in qualiTy so much as in

box office, and STahr's aTTempT To impose his personal sTandard of
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excellence on his anTagonisTs serves only To alienaTe Them furTher. AT

The same Time as he is beginning To meeT wiTh corporaTe resisfance,

STahr finds ThaT his healTh is failing (he is warned by his docTor To

Slow down less he risk a hearT aTTack) and ThaT he also faces The ThreaT

of a union-organized sTudIo—wide sTrike of wriTers, direcTors, and

Technicians seeking greaTer arTisTic freedom and conTroI of producTion.

DespiTe his compeTence and leadership abiliTies, despiTe his "inTeresT

in The loT, . . . his uTTer democracy, his populariTy wiTh The rank and

file of The sTudio,”4 STahr is fighTing a hopeless baTTIe on Two fronTs.

Paradoxically, Then, STahr is abouT To be Toppled by The very sTrucTure

"The old onalTies were

4

hembling now, and There were clay feeT everywhere; . . . " 2

which his own vision and TalenTs have builT:

IT is aT This poinT ThaT STahr, fonnerly in compleTe conTrol,

Is confronTed for The firsT Time wiTh The loss of his dream. And his

iniTial disillusion and loss of conTrol Takes The form of an aborTlve

love affair. Having described STahr earlier aT The pinnacle of his

success as a man who "was born sleepless wiThouT a TalenT for resT nor

The desire for iT,"43 Fingerald, in his noTes, depicTs STahr aT The

momenT before he meeTs and falls in love wiTh KaThleen as "overworked

and deaThly Tired, ruling wiTh a radiance ThaT Is almosT moribund in

iTs phOSphorescence."44

AlThough The love relaTionship sub-ploT is never quiTe

fleshed ouT, Fingerald had if in mind ThaT KaThleen's love would
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represenT "The hearT of hope and freshness," The inToxicaTion, romance,

and radiance which has been missing in STahr's life since his wife's

deaTh. Shorle afTer STahr firsT encounTers KaThleen, for example,

he sees her again aT a parTy. Cecelia noTes:

STahr had expecTed noThing like This. . . . lmmediaTely

Things changed. As he walked Toward her, The people

shrank back againsT The walls unTil They were only

murals; The whiTe Table lengThened and became an alTar

where The priesTess saT alone. ViTaliTy welled up in

him, and he could have sTood a long Time across The

Table from her, looking and smiling. . . . Her eyes

inviTed hiQSTo a romanTic communion of unbelievable

inTensiTy.

AfTer STahr's iniTiaI encounTer wiTh KaThleen, Cecelia says:

He wanTed The paTTern of his life broken. If he was going

To die soon, like The Two docTors said, he wanTed To sTop

being STahr for a while and hunT for love like nameless

men, who, had no gifTs To give, like young nameless

men who looked along The sTreeTs in The dark.4

As The relaTionship grows, STahr senses ThaT he has grown

To need KaThleen:

There were only Ten years beTween Them, buT he felT

ThaT madness abouT iT akin To The love of an aging man for

a young girl. IT was a deep and desperaTe Time-need,

a clock Ticking wiTh his hearT, and if urged him, againsT

The whole logic of his life, To walk pasT her info The

house and say, 'This is forever.'

Knowing ThaT KaThleen is engaged To anoTher man, STahr hesiTaTes insTead

Of prOposing To her. Then, jusT before he is abouT To go on a

weekend wiTh her he receives a Telegram informing him of her marriage.

LeTTing KaThleen go, Cecelia suggesTs, compleTes STahr's disillusion. He

loses noT only The repose and peace which mighT have saved him, buT begins

sTeadily To lose conTrol of his empire unTil his accidenTal deaTh in a

plane crash some monThs laTer.
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Even in unfinished form, Fingerald endows Monroe STahr wiTh

a Tensile sTrengTh, force of will, and inTegriTy which his oTher major

proTagonisTs lack. STahr is, like Them, a dreamer whose dreams are doomed

To fail, buT he succeeds in dominaTing and conTrolling his world for The Time

he rules. WhaT ulTimaTely brings STahr down from his ”exTraordinary

illuminaTing flighT" is a combinaTion of ouTside forces which he cannoT

conTrol and his own inflexible pride and unwillingness To admiT ThaT

he Too is dependenT upon oTher human beings for love and securiTy.

”Like many brillianT men," Fingerald wriTes Through his narraTor, "STahr

had grown up dead cold."48

In Temporarily gaining The world of his dreams, STahr boTh

epiTomizes and Transcends Jay Gasty and Dick Diver, The oTher heroes of

Fingerald's maTure ficTion. Gasty dies preserving his romanTic illusions,

and Diver dissipaTes his energy and spiriT in his need To be loved. STahr

alone succeeds To an exTraordinary exTenT in aT leasT Temporarily imposing

his vision and his dreams upon an indusTry, and, by exTension, upon The

socieTy which he rules. Had Fingerald lived To compleTe The LasT Tycoon,

Monroe STahr mighT well have been his mosT resonanT ficTionaI characTer

and The LasT Tycoon The culminaTion of his dream—and—disillusion Theme.





XIII CONCLUSION

In an essay enTiTled "One Hundred False STarTs," Fingerald

observed:

Mosle we auThors musT repeaT ourselves——ThaT's The TruTh.

We have Two or Three greaT and moving experiences so greaT

and so moving ThaT iT doesn'T seem aT The Time ThaT anybody else

has been so caughT up and pounded and dazzled and asTonished

and beaTen and broken and rescued and illuminaTed and rewarded

and humbled in jusT ThaT way ever before . . . and we Tell our

Two or Three sTories each Time in a new disguise—-maybe Ten

Times, maybe a hundred, as long as people will lisTen.

MosT of Fingerald's major ficTion does indeed reTell The same Two or

Three sTories Time and again, and all are variaTions of The romanTic

quesT moTif, The impossible dream. All bear sTriking similariTies To

archeTypal fairy Tales, sTories of knighTs in shining armor who seek

eiTher To reTrieve The holy grail or To rescue The beauTiful princess.

BuT unlike Their models, Fingerald's fairy Tales don'T have The

obligaTory happy ending. Speaking Through John Unger in "The Diamond

as Big as The RiTz," he says: "There are only diamonds in The world,

diamonds and The shabby gifT of disillusion."2

Because he lived all his life wiTh a ”greaT dream" of wealTh

and success, eTernal youTh and beauTy, Fingerald came To undersTand

perhaps beTTer Than any oTher wriTer of his Time how possession of

greaT riches corrust and dehumanizes iTs possessor and how age
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ineviTably and painfully Tarnishes youTh and beauTy. As he wriTes

in "The FreshesT Boy," "life for everybody was a sTruggle, someTimes

magnificenT from a disTance, buT always difficulT and surprisingly

Simple and a liTTle sad."3 In his mosT effecTive ficTion, Therefore,

Fingerald dramaTizes The paradox and The sad irony in which men dream

of a magical exisTence They can never fully realize. And iT is This

Tension beTween dream and disillusion which forms ThroughouT his

career The unifying concepT of The cenTer of his deveIOping aesTheTic.

Because his deepesT concern was himself-~who and whaT he

was--Fingerald's romanTic and youThful illusions provided him wiTh The

inSpiraTion To wriTe. In some ways all his heroes are frighTened liTTle

boys playing aT being suave, sophisTicaTed, and dashing romanTic heroes.

While he was indulging These fanTasies, however, The oTher Side of

his naTure, The "spoiled priesT," was consTanle nagging aT him, prodding

him To cuT down on his excesses and self-indulgenT fanTasies; urging

him To uTilize resTrainT and discipline, and above all, warning him

(as The priesT warns The young boy in "AbsoluTion,") noT To "geT up

Too close or you'll only feel The heaT and The sweaT and The life."4

From The beginning, Fifzgerald's arT Is concerned wiTh

characTers who dream or who have losT The abiliTy To dream and wiTh

The pursuiT of a dream and iTs incarnaTion in such Temporal, imperfecT,

and ulTimaTely perishable forms as wealTh, youTh, beauTy, and oTher

people. His earliesT heroes are young and hopeful idealisTs whose

quesT for such goals invariably bring Them disillusion and pain.

Their disTinguishing characTerisTic, however, is Their youTh and
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resilience-—Their abiliTy To sTruggle back from disillusion and loss

To dream once more. DespiTe The ineviTabiIiTy of Their failure, we

admire characTers like Amory Blaine and Jay Gasty for Their "romanTic

readiness," Their youThful spiriT, Their "heighTened sensiTiviTy To

The promises of life," Their naTve and hopeful vision of "The unrealiTy

of realiTy, a promise ThaT The rock of The world was founded securely

on a fairy's wing.”5

As he grows To maTuriTy and experiences personal and

professional seTbacks, a qualiTy which he refers To as "a Touch of

disasTer" begins To permeaTe Fingerald's work. As his heroes age, They

are confronTed like himself wiTh The loss of Their youThful romanTic

dreams, and many, like Gordon STerreTT and AnThony PaTch, are unable To

sTruggle againsT personal hardship.

During The laTe TwenTies and Through The mid-ThirTies,

Fifzgerald begins To come To Terms wiTh This darker side of his naTure.

Undersfanding ThaT his dreams of early success are behind him, his sTories

during This Time cenTer on personal loss and domesTic conflicT; his

characTers are more human and moving, and he is dealing wiTh more complex

human problems. As Zelda's condiTion worsens and his own repuTaTion

diminishes, Fingerald wriTes more openly of his disillusion and his

sadness and reflecTs a darker and more sombre vision, a deepening

Tragic perspecTive.

In These lasT years, FIngerald evokes characTers who,

like himself, musT learn how To live wiThouT Their grand and glorious

youThful illusions. As he wriTes in "The Crack-Up," "l musT hold in
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balance The sense of The fuTiliTy of efforT and The sense of The

necessiTy To sTruggle; The convicTion of The ineviTabiIiTy of failure

and sTill The deTerminaTion To succeed-- . . . "6 No longer is The

dream bound up wiTh The old symbols: youTh, wealTh, and beauTy are

replaced by Fingerald's profound emoTional need To become a greaT

and Tragic wriTer.

In This final phase of his career, Then, Fingerald

deepens his major Theme To whaT he calls "The wise and Tragic

sense of life." As he wriTes of The LasTegcoon, "There has never

7

been an American Tragedy, only greaT failure." AT The deepesT level

of his arT, he wriTes boTh of The ineviTable failure of The individual

dream and also of The corrupTion of The American dream and of all

human dreams. AT The same Time, he projecTs his enduring belief

ThaT in spiTe of such ineviTable failure man musT conTinue To invesT

his life wiTh poinT, digniTy, and meaning. This was Fingerald's eThic

boTh as a wriTer and a man:

If The pilgrimage easfward of The rare poisonous flower

of The race was The end of The advenTure which had

sTarTed wesTward Three hundred years ago, if The

long serpenT of The curiosiTy had Turned Too sharp

upon iTself, cramping iTs bowels, bursTing iTs

shining skin, aT leasT There had been a journey;

like To The saTisfacTion of a man coming To

die-—one of Those human Things ThaT one can never

undersTand unless one had made such a journey and

heard The man give Thanks wiTh husbanded breaTh.

The fronTiers were gone-—There were no more

barbarians. The shorT gallop of The lasT greaT race,

The polygIoT, The haTed and despised, The crass and

scorned, had gone-—aT leasT if was noT a meaningless

exTincTion up an alley.8
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